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ABSTRACT 
 
“A Matter of Building Bridges”: Photography and African American Education, 1957–1972 
 




This dissertation examines the use of photography in civil rights educational efforts from 
1957 to 1972. Photography played an important role in the long civil rights movement, resulting 
in major legal advances and greater public awareness of discriminatory practices against people 
of color. For most civil rights organizations and many African Americans, education was seen as 
the single most important factor in breaking down social and political barriers, and efforts toward 
equal education opportunities dramatically increased following the Supreme Court’s 1954 Brown 
v. Board of Education decision. My dissertation therefore investigates photography’s distinct 
role in documenting the activities of three educational initiatives—the desegregation of Central 
High School in Little Rock, Arkansas, in 1957, the Mississippi Freedom Schools formed the 
summer of 1964, and the Black Panther liberation schools established in Oakland, California, in 
1969—to reveal the deep and savvy understanding of civil rights and Black Power organizations 
of the relationship between educational opportunities and political power. 
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Oakland, 1970, gelatin silver print 
76. Stephen Shames, Classroom at the Intercommunal Youth Institute, Oakland, 1971, 1971, 
gelatin silver print 
77. [Poster of Huey Newton posed in front of a poster of himself], from a photograph taken by 
Ted Streshinsky (American 1923–2003), July 1967 
78. Eldridge Cleaver (American, 1935–1998), Huey Newton, Black Panther Minister of 
Defense, 1968, black-and-white photograph 
 v 
79. Emory Douglas (American, born 1943), Revolutionary Woman and Child, circa 1969, offset 
lithograph 
80. Emory Douglas, Revolutionary Student, 1970, offset lithograph 
81. Stephen Shames, A Student at the Intercommunal Youth Institute, 1971, gelatin silver print 
82. Stephen Shames, Brenda Bay with a class at the Intercommunal Youth Institute, Oakland, 
1972, 1972, gelatin silver print 
83. Stephen Shames, Panther children study at the Intercommunal Youth Institute, Oakland, 
1972, 1972, gelatin silver print 
84. Flyer announcing the opening of the Bobby Seale People’s Free Health Clinic, [1971] 
85. Unidentified photographer, Untitled, photograph published in Huey P. Newton, “The Black 
Panthers,” Ebony 24 no. 10 (August 1969): 106–07. 
86. Huey P. Newton, “The Black Panthers,” Ebony 24 no. 10 (August 1969): 106–07. 
87. Unidentified photographer, Untitled, photograph published in Huey P. Newton, “The Black 
Panthers,” Ebony 24 no. 10 (August 1969): 106–07. 
88. Jonathan Eubanks, Bobby Seale, Black Panther Party Member, Oakland, 1969, gelatin 
silver print 
89. Ted Streshinsky, Untitled [Huey Newton], photograph published in the New York Times, 
July 20, 1968 
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Education is all a matter of building bridges. 
- Ralph Ellison, “What These Children Are Like,” 1963 
 
The photographs of the civil rights and Black Power movements continue to impact the 
wider understanding of the historical moment both nationally and internationally. Many 
historians, art historians, and cultural critics have analyzed these photographs in order to 
interpret, reappraise, and contextualize African American political activism in the mid-twentieth 
century, especially in light of more recent activism with the Black Lives Matter movement. 
Several of the photographers who captured the events of the civil rights movement became 
known for their work during this period, as newspapers and magazines printed their images on a 
regular basis during the height of the movement. Those photojournalists who worked for 
magazines such as Life, including Bruce Davidson and Charles Moore, created works that would 
become some of the most iconic images of the period, with households across the country 
witnessing civil rights events through their photographs. While many images of civil rights and 
Black Power leaders have become important cultural references, photographs of the daily work 
of people involved in these movements have not been as widely studied or circulated. There were 
also photographers whose works were not published or have been buried behind other images. 
Many civil rights workers took it upon themselves to document their experiences, often for 
purely personal reasons and without the intention to distribute. Others utilized the photographic 
medium as a rallying tool within their organization. These images, both personal and public, 
documentary and propagandistic, work together to form an extensive archive of images of the 
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civil rights and Black Power movements that presents a more complete understanding of the 
moment.  
Since the mid-nineteenth century, organizations and individuals who sought to change, 
and challenge, how African Americans were represented and understood in popular culture 
utilized photography to present visual evidence and counter-narratives. Beginning in the second 
half of the nineteenth century, the rising black middle class used photographs to document how 
they wished to be seen, rather than how they were stereotypically viewed, at the same time that 
education became the single-most important means through which blacks could considerably 
improve their lives. The discussion around African American education came to a head in the 
1950s. Prior to the 1964 Civil Rights Act, several Supreme Court cases in the 1950s and early 
1960s ruled that segregation was unconstitutional in certain public settings. Activists tested those 
decisions by integrating or attempting to integrate places such as interstate bus stations and 
restaurants. Schools became a frequent battleground, as African Americans claimed the right to 
equal educational opportunities, established in the landmark Brown v. Board of Education case 
of 1954. Protests, both large and small, and confrontations with the police often ensued, forcing 
the public to recognize that they were living in a fractured society.  
My dissertation investigates photography’s distinct role in documenting the activities of 
three educational initiatives during the tumultuous 1950s, 1960s, and 1970s—the desegregation 
of Central High School in Little Rock, Arkansas, in 1957, the Mississippi Freedom Schools 
formed the summer of 1964, and the Black Panther liberation schools established in 1969. The 
leaders of each of these initiatives recognized the power of the image in conveying more 
meaning than text alone and they employed or utilized photographers who understood their 
educational mission and translated it into a visible product. These photographs, taken by a 
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variety of trained and untrained photographers, reveal the deep and savvy understanding of civil 
rights and Black Power organizations of the relationship between educational opportunities and 
political power. 
During periods of social change, photographs of African American education became 
messages of hope and symbols of a common, and achievable, aspiration for their audience. 
However, the photographs in this dissertation have been generally overlooked in scholarship in 
terms of how they contribute to a larger history that includes documentary photographic practice 
and African American studies and pedagogy. These photographs have not been considered as 
parts of a narrative record of how education has been enacted, perceived, and challenged across 
time. With access to education seen as the primary means to achieve change for African 
Americans, the struggle for equal educational opportunities dominated the civil rights discourse 
in the mid-twentieth century.1 Education was believed to be a long-term solution, creating 
informed leaders for the future while it broke down barriers in the present.2 My aim in this 
dissertation is to resituate photographs documenting these educational initiatives within a 
broader conversation about photographic theory, institutional agendas, and audience reception. 
As a whole, this project reveals the evolving relationship between African American political 
                                                      
1 In discussing the importance of the work of sociologist and cultural theorist Stuart Hall, Henry A. 
Giroux states, “As a performative practice, pedagogy inhabits all of those public spaces where culture 
works to secure identities, does the bridging work for negotiating the relationship between knowledge, 
pleasure and values, and renders authority both crucial and problematic in legitimating particular social 
practices, communities and forms of power.” For Giroux and Hall, the relationship between pedagogy and 
politics is thus clear in that education plays a crucial role in enacting social change. Henry A. Giroux, 
“Public Pedagogy as Cultural Politics: Stuart Hall and the ‘Crisis’ of Culture,” in Without Guarantees: In 
Honour of Stuart Hall, eds. Paul Gilroy, Lawrence Grossberg, and Angela McRobbie (London and New 
Haven: Verso, 2000), 139, quoted in Education, Documents of Contemporary Art, ed. Felicity Allen 
(London: Whitechapel Gallery; Cambridge, MA: MIT Press, 2011), 48.  
 
2 The art historian Herbert Read expounded on the potential of education: “The purpose of education has 
at least two irreconcilable possibilities: one, that man should be educated to become what he is; the other, 
that he should be educated to become what he is not.” Herbert Read, Education through Art (London: 
Faber & Faber, 1953; repr., New York: Pantheon Books, 1974), 2.  
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activism and the photographic medium, as black organizations in the mid-twentieth century 
became more attuned to the potential of images to influence and inspire. 
 
Survey of Civil Rights Images 
Iconic photographs of the civil rights movement quickly became the primary way in 
which 1960s African American political activism has been understood and interpreted. These 
images have long stood as the visual record of the overall period, capturing important, but often 
very specific, moments in the longer arc of the black freedom struggle. While this dissertation 
does look at some well-known photographs, its focus on three specific educational initiatives 
necessitates a narrower lens of imagery produced during this time. Nevertheless, those widely-
circulated photographs, and the photographers who captured them, inform both a general 
understanding of the field and a more nuanced one of the motivations and intentions behind the 
images.  
The photographers of the civil rights and Black Power movements took advantage of 
both the photograph’s ability to portray a particular moment and its power to effect change and 
bring awareness to a broad audience. Although their individual backgrounds and styles may have 
differed, these photographers all shared a desire to record the movement not with a neutral eye 
but with an understanding that they too were active participants at a time of great social 
transition. As the photographer Danny Lyon recalled, they “had the rare privilege to see history 
firsthand” and to shape how that history would be perceived and understood by others.3 Like 
earlier photographic projects—from Mathew Brady’s pictures of the Civil War a century earlier 
to the images of the Farm Security Administration in the 1930s and 1940s  to the January 1960 
                                                      
3 Danny Lyon, Knave of Hearts (Santa Fe: Twin Palms Publishers, 1999), 24. 
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publication of The Americans, by Robert Frank—photographs of the movements created a visual 
narrative of the time, and one that photographers had a distinct role in shaping.  
For many, contributing to the illustrated record of the movement was not the only way in 
which they were involved. Whether working independently, as part of a civil rights organization, 
or as photojournalists for media publications, many photographers participated in the civil rights 
movement as activists as well as documentarians. They instinctively understood the power of the 
image and wielded the camera as a tool for civil rights. Frequently on the frontlines of the 
protests and demonstrations, they were often threatened or arrested. Thus, although their 
profession naturally put them behind the camera rather than in front of it, Bruce Davidson could 
have been speaking for many of them when he said, “I am in the picture, believe me. I am in the 
picture but I am not the picture.”4 
Photographs were brought to the attention of the American public at the time through 
newspapers and magazines, posters and brochures, and even art exhibitions,5 and many have 
become iconic images of the period. Although many civil rights photographers sought to reveal 
the struggle through a sympathetic lens, they often had to reconcile themselves to the fact that 
their personal beliefs and artistic goals might not be preserved once their images had been 
cropped, captioned, and placed within an article that they had not written. To retain control over 
the way his pictures were understood, Gordon Parks insisted on writing the texts that 
accompanied his images for Life magazine, recognizing that his photographic subjects would 
                                                      
4 Quoted in Mary Blume, “Bruce Davidson’s ‘encounters with the invisible,” New York Times, Feb. 28, 
2007. 
 
5 For example, Bruce Davidson had a solo exhibition at the Museum of Modern Art in 1963, and Moneta 
Sleet Jr. had an exhibition at the Saint Louis Art Museum in 1970. Danny Lyon’s work was included in 
the SNCC photography exhibitions Now, which premiered at the School of Visual Arts, New York, in 
1965, and Us, which premiered at the Countee Cullen Branch of the New York Public Library in 1967; 
both subsequently toured the country.  
 6
hold him accountable for how they were portrayed.6 Other photographers sought to challenge 
how the media represented the movement by counteracting popular attitudes with their own 
images. These photographers realized how their work could alter public opinion and deliberately 
showed the movement as they wanted it to be remembered. 
Moneta Sleet Jr. became a staff photographer at Ebony, an African American monthly 
magazine, in 1955 after several years as a journalist for smaller black publications. His 
photograph on the cover of the May 1965 issue of the magazine depicts Martin Luther King Jr. 
and his wife, Coretta Scott King, leading participants at the end of the Selma-to-Montgomery 
March (Figure 1).7 The overall mood is one of triumph with many of the marchers, including the 
Kings, captured mid-song. With interlocked arms, a symbolic posture often used throughout the 
movement (Figure 2), the first line of marchers portrays a unified front against racism. Yet, 
although Sleet’s photograph accurately presents the spirit of the march’s conclusion, it was not 
what preoccupied the photographer himself. As Cherise Smith observed, Sleet’s artistic focus 
during the march was on the ordinary citizens, those nameless individuals who made up the 
thousands behind King.8 In images that range from close-up portraits to expansive views of the 
sheer number of marchers (Figure 3), Sleet depicted the soul of the march as personified by its 
participants. 
                                                      
6 In an interview with John Loengard, Parks stated that when he was assigned to cover the Nation of 
Islam, he told Life, “I have to write it myself. I have to be responsible for it. I don’t trust what anybody’s 
going to say. My neck’s on the line. And it’s a dangerous story to do.” Loengard, “Gordon Parks,” in Life 
Photographers: What They Saw (Boston: Little, Brown and Company, 1998), 311. 
 
7 See Steven Kasher, The Civil Rights Movement: A Photographic History, 1954–1968 (New York: 
Abbeville Press, 1996), for background on the Selma-to-Montgomery March, as well as other civil rights 
events.  
 
8 See Cherise Smith, “Moneta Sleet, Jr. as Active Participant: The Selma March and the Black Arts 
Movement,” in New Thoughts on the Black Arts Movement, ed. Lisa Gail Collins and Margo Natalie 
Crawford (New Brunswick, N.J.: Rutgers University Press, 2006), 210–26. 
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Although Ebony’s decision to place King on its cover was not surprising, given his 
celebrity as the face of the movement, Sleet’s lack of control over how his images were used 
demonstrates the gulf that often existed between publishers and photographers. Sleet identified 
himself as an active contributor to the movement rather than a dispassionate observer: “I was a 
participant just like everybody else. I just happened to be there with my camera, and I felt and 
firmly believe that my mission was to photograph and show the side of it that was the right 
side.”9 As Smith argues, however, Ebony “represented [the march’s] ideological platform as 
ambivalent, swinging between militant and conformist,” and focused on history and logistics 
rather than taking an editorial viewpoint.10 Many publications, even those geared towards an 
African American audience, were hesitant about clearly advocating for the movement for fear of 
alienating both audiences and potential advertisers.  
This tension between photographers and publishers existed throughout the period, with 
organizations and individuals coming up with different solutions. As articulated in the first 
chapter of this dissertation, the same photograph of a moment during the desegregation of 
Central High School could have multiple interpretations based on cropping, sequencing, and 
captions. In addition, with the prevalence of images of civil rights events, publishers, from both 
large and small outfits, could and would often select specific photographs in aid of their mission. 
While this divide between the photographer-as-witness and the audience was generally not 
perceived during the time, it provides for an understanding of the motivations behind specific 
media images that captured the public’s attention.  
                                                      
9 Moneta Sleet and Doris E. Saunders, Special Moments in African-American History, 1955–1996: The 
Photographs of Moneta Sleet, Jr., Ebony Magazine’s Pulitzer Prize Winner (Chicago: Johnson Publishing 
Co., 1998), 15. 
 
10 Smith, “Moneta Sleet, Jr. as Active Participant,” 212. 
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At a time when photographers were actively creating a narrative of the movement, the 
Student Nonviolent Coordinating Committee (SNCC) was one of many civil rights groups to 
acknowledge and employ the influence of photography in recording their struggle.11 This belief 
in the power of images is clearly illustrated in Parks’s photograph of Malcolm X calmly holding 
up a newspaper proclaiming the deaths of unarmed blacks by the police (Figure 4). He stands 
amid a crowd of people, many of whom seem to be engaged with other activities. Instead of 
claiming attention, he relies on the impact of the newspaper photograph and its corresponding 
text to relay his message. SNCC leveraged the influence of the media to further its own goals, 
often utilizing images in fundraising campaigns and press releases. To grapple head-on with how 
the media presented the civil rights struggle, the organization developed its own photographic 
branch, the SNCC Photo Agency, a division of the Communications Department, and provided 
its own documentation and journalism. The Photo Agency eventually grew into a fully 
functioning department with about a dozen trained photographers on staff at various times, a 
darkroom in Atlanta, and the support of important figures such as Richard Avedon.  
Mary King, second in command of the Communications Department, wrote, “Our job, in 
mobilizing the press, was to make local law officers feel that they were under scrutiny, thereby 
providing a measure of safety for civil rights workers.”12 Lyon’s photographs for SNCC, in 
addition to promoting the organization’s group-centered philosophy, documented instances of 
injustice and directly galvanized the government to take action. [The Leesburg, Georgia, 
Stockade] was taken from outside a stockade that served as a makeshift jail for young girls who 
                                                      
11 In Why We Can’t Wait (New York: Harper and Row, 1964), 30, Martin Luther King Jr. writes that 
photography had the ability to reveal “the naked truth to the whole world.” 
 
12 Mary King, Freedom Song: A Personal Story of the 1960s Civil Rights Movement (New York: William 
Morrow, 1987), 215. 
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had been arrested for demonstrating in Americus, Georgia in 1963 (Figure 5).13 The proud, 
resolute, and even smiling faces of the girls contrast sharply with their filthy living conditions 
and the broken glass of the barred window from which Lyon took his photograph. Within days of 
being developed, the photograph was given to a congressman and entered into the Congressional 
Record, serving as evidence that was crucial to gaining the girls’ release a few weeks later. The 
image depicts the resilience of these young women in the face of adversity, and for Lyon, they 
served to validate his contribution to SNCC14 and demonstrate how photographs could be 
effectively used as a tool for activism.   
Well aware of his role as a photographic historian, Robert A. Sengstacke sought to 
question and change how major media outlets were depicting the movement and King in 
particular. As a photographer for the Chicago Defender, an influential African American weekly 
newspaper founded by his great-uncle, he had the ability to reach thousands of viewers with his 
images. Sengstacke wanted to convey King’s identity as a person and an individual,15 not just as 
a figurehead for the movement. Some of his portraits illustrate King’s charismatic and forceful 
personality and powerful oratorical skills, qualities that attracted large numbers of supporters. In 
photographs such as Untitled (MLK and Crowd in Chicago) (Figure 6), however, Sengstacke 
also focused on the people behind the civil rights leader, those who walked with him and were 
                                                      
13 A May 17, 1964 press release describes the situation in the jail as follows: “Some 30 girls, aged 11 to 
15, were incarcerated in a Leesburg stockade last summer after being arrested in Americus, Georgia. They 
were held in a cell without furniture, beds or mattresses, were fed four hamburgers daily, and the only 
source of water was a dripping shower head.” The Student Nonviolent Coordinating Committee Papers, 
1959–1972 (microfilm edition), Amistad Research Center. 
 
14 Lyon states, “Until that moment I don’t think I had really been accepted into SNCC. After all, SNCC 
people were activists. Most of them went to jail routinely. They did things. . . . All I did was make 
pictures. But in Americus, my pictures had actually accomplished something.” Memories of the Southern 
Civil Rights Movement, Lyndhurst series on the South (Chapel Hill: Center for Documentary Studies, 
Duke University, and University of North Carolina Press, 1992), 80. 
 
15 Coppin’ the Ghost: Bobby Sengstacke on Success in Photography, directed by Joseph Persons (n.p.: 
Robert A. Sengstacke Production, Chuck O’Bannon Television Production, 1993), DVD. 
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vital to the success of the demonstrations. King remains prominently identified but is shown in 
profile while the camera captures the expressions of hundreds of people in the crowd. By not 
focusing on any one individual, the image, like that of Sleet’s photograph of King at the March 
on Washington in 1963 (Figure 7), reveals a conscious decision to express the significance of 
the movement through its supporters. 
For many photographers, recording the movement was as much about the individuals 
within the masses as it was about its leaders. Although such photographs of the crowd rarely 
made it to major publications, together they promote a more rounded understanding of the 
backbone of the movement—its thousands of participants. Sleet’s images of protesters relaxing 
during the Selma-to-Montgomery March capture unprompted moments of leisure and 
expressions of youthful individuality (Figure 8). Gordon Parks’s documentation of a Muslim 
rally in Harlem places the viewer within the crowd rather than facing the speaker (Figure 9). The 
somber, focused facial expressions convey a sense of not only the individual people but also their 
shared determination and commitment to their beliefs. In turning their lenses to the crowd to 
document the whole of the movement, photographers reinforced their own sense of belonging to 
that company of supporters. 
 As Sherry Turner DeCarava wrote, “While the nature of political movements and protest 
often focuses, indeed demands, physical action, [Roy] DeCarava’s photographs transmute the 
fiery commitments to justice into a mutable river of equal force.”16 The quiet tonality and 
stillness that characterizes DeCarava’s work encourages the feeling of solidarity between the 
viewer, the photographer, and the subjects of his photographs. Amid the crowds that gathered at 
the March on Washington, DeCarava captured a private exchange between two individuals, one 
                                                      
16 “Pages from a Notebook,” Roy DeCarava: A Retrospective (New York: Museum of Modern Art, 1996), 
53. 
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white, one black (Figure 10). The two figures anchor opposite sides of the image, encouraging 
the viewer to enter the scene and framing both the implied dialogue between them and the mixed 
crowd of supporters in the background. The image as a whole becomes a visual metaphor for one 
of the goals of the march—that of conversation between the races.  
By the 1960s, DeCarava had already made a name for himself in the field—becoming the 
first black photographer to win a Guggenheim Fellowship in 1952 and collaborating with writer 
Langston Hughes on the critically acclaimed Sweet Flypaper of Life, published in 1955. An 
activist since the late 1940s, when he helped establish a union at the advertising agency where he 
worked, DeCarava was also the founding director of the Kamoinge Workshop, established in 
1963 as a collective to support the work of African American photographers. His image of a 
marcher (Figure 11) focuses solely on her legs, leaving her identity a mystery and perhaps 
implying that she could be any one of a multitude of women supporting the cause. The image’s 
unusual frame “disrupts our normal visual vocabulary and compels us to see things in 
unconventional ways.”17 The moment captured is one of quietude, yet there is an underlying 
strength in the lithesome curves and verticality of the woman’s legs. With her feet braced solidly 
on the ground, she becomes a symbol of courage and stability. 
When Bruce Davidson walked with protesters over the entire route of the Selma-to-
Montgomery March in 1965, he became a part of the demonstration. He photographed many of 
the marchers close-up because he “wanted to see them as individuals, not just as symbolic 
silhouettes in a faceless crowd.”18 [Young Man with “Vote” Painted on Forehead] highlights 
                                                      
17 Sherry Turner DeCarava, “Celebration,” Roy DeCarava, Photographs, ed. James Alinder ([Carmel, 
Calif.]: Friends of Photography, 1981), 18. 
 
18 Bruce Davidson, Afterword, Time of Change: Bruce Davidson Civil Rights Photographs 1961–1965 
(Los Angeles: St. Ann’s Press, 2002), unpag. 
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Davidson’s preoccupation with seeing beyond the surface of the civil rights struggle to the 
people who made up the movement (Figure 12). The youth’s face, painted with what is most 
likely white zinc oxide, dramatizes one of the critical differences between black and white 
citizens in the South: the right to vote. Davidson’s photograph aptly records not only the people 
who made up the protest, which grew out of the voter-registration campaign in Selma, but its 
objective as well.  
Danny Lyon’s image of demonstrators outside of the Forrest County Courthouse in 
Hattiesburg, Mississippi, includes men and women, young and old (Figure 13), but without an 
easily recognizable leader. Instead, the image seems to focus on the ordinary citizens who 
participated in the massive voter-registration campaign, enduring the wet weather and risking 
their lives to picket for the right to vote. Visually, the clasped hands in mismatched gloves of the 
young man at center are reminiscent of the Student Nonviolent Coordinating Committee (SNCC) 
logo (Figure 14) while a clear plastic rain hat frames the face of local grassroots activist Fannie 
Lou Hamer almost like a halo. Hamer’s plainspoken manner and deep ties to the community 
earned her the deep and abiding respect of other civil rights workers, including Lyon.  
In July 1962, after completing his junior year at the University of Chicago, Lyon had 
hitchhiked his way from Chicago to Cairo, Illinois, and was quickly immersed in the movement. 
He became the first staff photographer for SNCC and “made an immediate impact . . . and was 
free to explore events on the ground in his own distinctive way while simultaneously absorbing 
the culture of the organization.”19 Lyon understood photography’s relationship to SNCC’s goals 
from the very beginning. In one of his first images upon arriving in Cairo (Figure 15), Lyon 
placed the focus of the composition not on a single individual, but on a group of neatly dressed 
                                                      
19 Julian Cox, “Bearing Witness: Photography and the Civil Rights Movement,” in Road to Freedom: 
Photographs of the Civil Rights Movement 1956–1968 (Atlanta: High Museum of Art, 2008), 30. 
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young men and women kneeling in prayer as they demonstrate outside of a segregated swimming 
pool. As Leigh Raiford has observed, without the celebrity of a figure like King, “for a 
grassroots organization like SNCC, photography proved especially important as a means to 
position the group within the growing civil rights terrain of the early 1960s” and it allowed 
SNCC “to remain visible and in control of its public image within a rapidly expanding corporate 
controlled televisual climate.”20 SNCC deliberately decided to promote group-centered images as 
a means of countering the media saturation of more familiar figures and encouraging the 
participation of the younger generation. 
Like Robert Frank, with whom he later briefly lived and worked, Lyon appreciated a 
freer, more instinctive style of photography.21 His photograph of Bob Dylan playing his guitar 
also captures a small group of SNCC workers and supporters outside the organization’s office in 
Greenwood, Mississippi (Figure 16). Music played an important role at the time, and many 
activists credited the uplifting songs of the civil rights movement as the most effective tool to 
rouse the spirits. Lyon’s framing of the scene, with the end of a white wooden bench in the lower 
left corner and the cropped figures on either side of the photograph, identify this work as not 
solely a documentary image of Dylan’s support of the organization but also an expression of 
Lyon’s own artistic eye. The viewer becomes a privileged spectator, and even a participant, in 
this intimate gathering. As Julian Bond, who served as communications director of SNCC from 
1961 until 1966, observed, “SNCC’s idea of propaganda was functional. . . . Danny Lyon took 
                                                      
20 Leigh Raiford, “‘Come Let Us Build a New World Together’: SNCC and Photography of the Civil 
Rights Movement,” American Quarterly 59, no. 4 (Dec. 2007): 1132. 
 
21 Frank’s “free, gestural, intuitive style,” seen in The Americans, “along with its exploration of the 
partial, fleeting, and transitory nature of the American urban environment,” was brought to new levels in 
the 1960s and 1970s style of street photography, which Lyon advocated. Sarah Greenough, “Blowing 
Down Bleecker Street: Destroying The Americans,” in Looking In: Robert Frank’s The Americans—
Expanded Edition, ed. Sarah Greenough (Washington, D.C.: National Gallery of Art, 2009), 320. 
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this function and made art.”22 Just as other photographers had to balance the documentary and 
artistic drives of their profession, Lyon managed to fluidly combine SNCC’s objectives with his 
own creative aims. 
Although Richard Avedon was not an official photographer for SNCC, he did photograph 
members of the organization as well as other civil rights figures and was a powerful advocate for 
the cause. As was the case for so many of the photographers, Avedon’s involvement with the 
movement went beyond merely documenting its participants. He collaborated with his DeWitt 
Clinton High School classmate the writer James Baldwin on the 1964 book Nothing Personal, 
which featured some of his civil rights portraits. Avedon also asked many of his New York art 
world contacts for donations in support of SNCC and held weekend-long training workshops for 
the organization’s photographers.  
By the 1960s Avedon had already established himself as a fashion photographer and 
began inviting people who interested him to sit for portraits in his studio. He captured both sides 
of the movement in his signature style, creating images that are revelatory of not only the 
subjects but also Avedon’s relationships with them. In 1963 Avedon photographed Martin 
Luther King Jr. with his father and son, as well as George Wallace, the governor of Alabama, 
whose attempt to block desegregation at the University of Alabama that year led to a 
confrontation with federal marshals and the Alabama National Guard. While the Kings appear 
solemn and dignified, Wallace is unsympathetic, with his slight frown and upwardly tilted chin 
characterizing him as proud and unrepentant (Figure 17). Wallace agreed to have Avedon shoot 
him several more times over the years, including a 1976 portrait four years after an assassination 
                                                      
22 Julian Bond, foreword to Lyon, Memories of the Southern Civil Rights Movement, 6. 
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attempt left him paralyzed from the waist down.23 In the late 1970s, Wallace famously began a 
campaign of apology for his actions during the civil rights movement and Avedon’s 1993 
photograph of the former governor with his African American valet is indicative of Wallace’s 
attempt to revise his political legacy (Figure 18).  
Avedon often returned to the same portrait subjects, including Julian Bond. Whereas 
Avedon’s images of Wallace and King were shot in the studio, he first captured Bond and other 
members of SNCC in Atlanta, where the organization was headquartered (Figure 19). Bond is 
prominently depicted slightly off center, and equally important to the composition are the two 
young boys who flank him and Bob Zellner, SNCC’s first white field secretary, who stands just 
behind him. In this photograph, Avedon encapsulates SNCC’s identity as the younger, more 
radical branch of the nonviolent movement and an organization that, at least at the time, accepted 
and encouraged white participation. By 1966 dissatisfaction with the progress of the movement 
and  the shift toward Black Power led to the expulsion of white workers from SNCC. 
Although many of the movement’s photographs focused on its positive aspects and 
successes, the media extensively publicized images of the violence and brutal reality faced by 
protesters. Because pictures of physical altercations sold papers, many of the civil rights 
incidents covered by the press were those where conflict, or the potential for it, was present. 
Documentation of these events became a double-edged sword: photographers, editors, and civil 
rights leaders had to weigh the value of calling attention to such brutality against the potential for 
sensationalism and the objectification of African American bodies. Images of police 
confrontations forced viewers to acknowledge the bodily risk and injustices that countless 
                                                      
23 See Frank H. Goodyear III, “‘A Brief, Intense Intimacy’: Avedon and His Subjects,” in Richard 
Avedon: Portraits of Power, by Richard Avedon, Paul Roth, and Frank H. Goodyear III (Göttingen: 
Steidl; Washington, D.C.: Corcoran Gallery of Art, 2008), 233–38, for analysis of Avedon’s relationship 
with his political subjects and some of their reactions.  
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unnamed activists faced, even if they did not impart a true understanding of the political and 
social motivations behind the movement. With headlines and images that emphasized physical 
clashes, the concerns behind such encounters, such as voting rights and desegregation, often took 
a backseat in the media.24  
Charles Moore’s images of Birmingham’s fire and police departments unleashing water 
hoses and police dogs on protesters were featured in Life magazine’s lead article on May 17, 
1963.25 They record the assault on nonviolent protesters, not only in the obvious force of the 
high-pressure hose on a teenager’s back (Figure 20) but in the ripped pants of an unarmed man 
as he faces a snarling dog and the steely gaze of a German shepherd as it stares back at the 
viewer (Figure 21). Such photographic evidence led newspapers and politicians alike to 
denounce the attacks, and Moore’s images were credited for helping to pass the Civil Rights Act 
the following year.26 Nevertheless, Martin A. Berger argues compellingly that such photographs 
appealed to white audiences largely because their focus on acts of violence diverted public 
attention from the real issues of inequalities in society.27  
For Moore, on arriving at Kelly Ingram Park in Birmingham, “there was no time to think 
about what was happening. I knew this was a bad situation and that I had to get in there and start 
                                                      
24 See Martin A. Berger, “Race, Visuality, and History,” American Art 24, no. 2 (Summer 2010): 94–99. 
 
25 See Gene Roberts and Hank Klibanoff, The Race Beat: The Press, the Civil Rights Struggle, and the 
Awakening of a Nation (New York: Alfred A. Knopf, 2007), 316–19, for a more detailed  
account of Moore’s experience photographing the Birmingham conflict. 
 
26 Both Arthur Schlesinger Jr. and Senator Jacob Javits believed that Moore’s photographs were integral 
to the passing of the bill. See Michael S. Durham, “The Civil Rights Photography of Charles Moore,” in 
Powerful Days: The Civil Rights Photography of Charles Moore (New York: Stewart, Tabori & Chang; 
[Rochester, N.Y.]: Professional Photography Division, Eastman Kodak, 1991), 32.  
 
27 See Berger, “Race, Visuality, and History.” See also Berger, Seeing Through Race: A Reinterpretation 
of Civil Rights Photography (Berkeley: University of California Press, 2011). 
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taking pictures.”28 He wanted to “sense it all around [him] . . . wanted to get a feeling of what it 
was like to be involved.”29 The son of a white Baptist minister who often gave sermons at nearby 
small black churches, Moore could not help but be emotionally involved as he reported the 
conflict in his home state. Finding themselves at the center of the violence, witnessing the 
conflicts firsthand, he and other photographers recognized that documentary impartiality became 
almost impossible. 
Bruce Davidson’s photographic investigations of such events reveal his personal journey 
as a socially conscious individual. His images of Freedom Riders as they traveled from 
Montgomery, Alabama, to Jackson, Mississippi, to protest segregation on interstate public 
transportation are fraught with tension. A young man and woman wait on a bus as National 
Guard soldiers with rifles patrol the area outside (Figure 22). The dichotomy between inside and 
outside, safety and hostility, is made clear visually through the horizontal window panes that 
essentially divide the composition between the dark, seemingly cramped quarters of the interior 
of the bus and the brighter, though perhaps not safer, landscape. The photograph embodies 
Davidson’s creative instinct: “I think what drives me is an awareness of the essential loneliness 
of man . . . and it’s that fundamental quality of isolation, together with feelings of love, that 
compels me to use the camera the way I do.”30 His image conveys both the courage of the 
Freedom Riders and the alienation and terror they must have faced. 
Davidson was influenced by the photographers Henri Cartier-Bresson (1908–2004) and 
W. Eugene Smith (1918–1978), both of whom taught him “that a photograph could not only 
                                                      
28 Quoted in Durham,  “Civil Rights Photography of Charles Moore,” 27. 
 
29 Ibid., 28. 
 
30 “Bruce Davidson,” in Magnum Stories, ed. Chris Boot (London: Phaidon, 2004), 90. 
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communicate emotions, but could also serve the human condition.”31 His photograph of a Ku 
Klux Klan night rally is as much an inquiry of humanity as a documentation of the organization 
(Figure 23). Klan members appear as ghostly apparitions against a pitch-black background, 
slowly approaching the viewer and spreading a growing sense of disquiet over the scene. The 
huge burning cross serves as an additional warning to the viewer. The rally’s location in Atlanta, 
the site of SNCC’s headquarters, underscores the reality of racial frictions in the South.  
Davidson was an independent photographer, sympathetic to the movement but not tied to 
any one organization or media publication. He became a full member of Magnum Photos in 
1959. When he received a Guggenheim Fellowship in 1962 to document youth in America, he 
devoted the project to the civil rights cause. As his career developed, Davidson traveled back and 
forth between New York and the South, taking on assignments for various magazines but aware 
of the conflict between the “emptiness” of his fashion photography and his images of the civil 
rights struggle.32 Davidson’s photograph taken the morning after Viola Liuzzo, a married white 
woman who volunteered to drive home Selma-to-Montgomery marchers, was killed by 
Klansmen (Figure 24) is disturbingly poignant, confronting the viewer with the violence hinted 
at in his earlier Freedom Riders photograph. Focused solely on the blood-spattered car and 
without a single person in sight, the deceptively simple composition serves as evidence of the 
harsh reality faced by activists, both black and white. 
Confrontations like the Birmingham conflict certainly riveted the attention of the media 
more than other forms of civil rights work such as voter registration drives, political meetings, 
and smaller protests. Different stories, even those of less importance, often took precedence in 
                                                      
31 Bruce Davidson, “Life, Through My Eyes, Seen . . . ,” in Bruce Davidson (New York: Pantheon Photo 





the press33 even though many sympathetic photographers documented less publicized civil rights 
events to tell the larger story of the movement. In 1963 the Freedom Marchers, a group of ten 
volunteers from the Congress of Racial Equality (CORE) and SNCC, continued the “freedom 
walk” from Tennessee to Mississippi started by William Moore, a Baltimore postal worker and 
CORE member, who was assassinated along a highway in Alabama. The protest received 
attention because of the demonstrations in nearby Birmingham and the potential for violence.34 
Charles Moore’s bird’s-eye view of the march shows that the number of journalists who 
followed the event almost equaled the number of protesters (see Figure 2). Several of the 
reporters, who alternated between driving along in their cars and following on foot, stand 
impatiently, as if waiting for something more newsworthy to occur than the marchers’ joining 
hands and singing “We Shall Overcome.” 
Ernest Withers’s photograph of William Edwin Jones pushing his young daughter’s 
stroller while wearing a sign saying “Daddy I want to be free too!!!!” demonstrates the divide 
that often existed between protesters and law enforcement (Figure 25). Four police officers sit 
inside their vehicle and stare out balefully at Jones, who calmly meets their gaze. One gets the 
impression that these officers would not hesitate to arrest Jones, given the chance, and the 
prominent lettering on the side of the car identifying them as Memphis police reads as a sign of 
warning rather than justice. For Withers, who was one of the first nine African Americans 
inducted into the Memphis Police Department in 1948, only to be forced out by racism three 
years later, the barrier between Jones and the officers inside the car is not just a physical one.  
                                                      
33 John Kaplan, “The Life Magazine Civil Rights Photography of Charles Moore 1958–1965,” Journalism 
History 25, no. 4 (Winter 1999/2000): 137. 
 
34 The Freedom Marchers were unable to complete the route to Mississippi because the Alabama state 
police arrested them at the same time that the Birmingham conflict was occurring.  
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Both Moore and Withers photographed voter registration drives, depicting the many 
ordinary individuals whose efforts, however small-scale they seemed, contributed to the federal 
legislation to protect the rights of black citizens. While these events were not given as much 
consideration by the media, African American leaders quickly realized that it was in the political 
arena that real change could transpire.35 Moore’s tightly cropped image places the viewer within 
the scene of two young black males helping an older couple to register to vote (Figure 26). The 
angle of the photograph allows the viewer to read parts of the extensive application, including 
the section calling for the applicant to interpret a portion of the Mississippi Constitution—a 
requirement that put most African Americans at a disadvantage because of the lack of equal 
educational opportunities in the state. In contrast, Withers’s photograph shows the delight on a 
young woman’s face as she holds up her voter registration card (Figure 27), a significant 
accomplishment in Fayette County, Tennessee, where less than 1 percent of blacks had been 
registered to vote the decade before.36  
Although the greatest concentration of civil rights demonstrations occurred in the South, 
several photographers also documented the protests over de facto segregation in the urban North, 
particularly New York City and Chicago. By the 1960s, black leaders recognized that the social 
inequalities they had been lobbying against were also prevalent in the North and organized rallies 
and speeches such as the one by King in Chicago depicted by Robert Sengstacke (see Figure 6). 
                                                      
35 In addition to the massive voter registration drives that occurred throughout the South, the Mississippi 
Freedom Democratic Party was established in 1964 to challenge the white-only Democratic Party. 
Although the party was not successful in unseating the regular delegates at the Democratic National 
Convention, it did bring national awareness of the injustices against disenfranchised African Americans—
a fact that helped lead to the passing of the Voting Rights Act the following year.  
 
36 See Ronald W. Bailey, “Voter Registration and the Tent City Protest, Fayette County, TN, 1960,” in 
Let Us March On! Selected Civil Rights Photography by Ernest C. Withers 1955–1968 (Boston: 
Massachusetts College of Art; Roxbury, MA: Afro Scholar Press, 1992), 45. 
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In a practice reminiscent of the Farm Security Administration’s documentation of rural poverty 
several decades before, photographers such as Sengstacke, Gordon Parks, and Bruce Davidson 
also pictured aspects of daily life in northern cities.37 Like Davidson, Sengstacke was an admirer 
of the work of W. Eugene Smith and Henri Cartier-Bresson, and he and other black artists in 
Chicago saw themselves as “graphic-historians, conveyors of love, combating what [they] felt 
were negative photographic images of blacks in the major American press.”38 His photograph of 
a young man catching a ball in front of the Wall of Respect is not only a positive image of a 
quotidian aspect of urban life, but it also records a symbol of the Chicago Black Arts Movement 
(Figure 28). Created in 1967, the outdoor mural featured contributions by visual artists 
associated with Chicago’s Organization of Black American Culture and became a site for artistic 
gatherings.39 Sengstacke, who also photographed the creation of the Wall of Respect, captured 
how it functioned as an integral part of the South Side Chicago community. 
Both Sengstacke and Gordon Parks photographed the people and activities of the Nation 
of Islam (NOI). The religious organization, founded in 1930, rose to prominence under the 
leadership of Elijah Muhammad in Chicago in the mid-twentieth century, when the New York 
NOI minister Malcolm X and Muhammad Ali, who joined the NOI in 1964 after winning the 
world heavyweight championship, were in the media spotlight. By the 1960s Parks had already 
established himself as a documentary photographer, first with the Farm Security Administration 
                                                      
37 These included Parks’s photo-essay “The Cycle of Despair: The Negro and the City,” Life, Mar. 8, 
1968, and Davidson’s East 100th Street, a project that resulted in an exhibition at the Museum of Modern 
Art in 1970. 
 
38 Quoted in Deborah Willis and Howard Dodson, Black Photographers Bear Witness: 100 Years of 
Social Protest (Williamstown, Mass.: Williams College Museum of Art, 1989), 44. 
 
39 See Margo Natalie Crawford, “Black Light on the Wall of Respect: The Chicago Black Arts 
Movement,” in New Thoughts on the Black Arts Movement, eds. Lisa Gail Collins and Margo Natalie 
Crawford (New Brunswick: Rutgers University Press, 2006), 23–42. 
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and then with Life magazine, whose staff he joined in 1949. He began covering segregation in 
the South in 1956 on an assignment from Life that resulted in a five-part series titled “The 
Background of Segregation.” Eventually, he earned the reputation as Life’s go-to photographer 
for stories about race and racism, a role complicated by his status as a socially conscious black 
photographer.40 As Parks recalled, he was the only person ever allowed to photograph the 
women of the NOI inside their mosque, a privilege he was granted after proving his 
trustworthiness to Elijah Muhammad. Other photographers had been sent to the NOI without 
success. In Parks’s portrait of Ethel Shariff, Muhammad’s daughter, Shariff gazes directly at the 
viewer, revealing little about herself except her calm facade (Figure 29). The image maintains 
much of the NOI’s secretive aura yet defines the organization as composed, orderly, and 
supported by the dozens of women who stand behind Shariff.  
  Parks saw the camera as “a weapon against evil”41 and recognized that “[i]t would be 
hard not to betray myself, to remain faithful to my emotions when facing the controversial issues 
of Black and White. I was a journalist first, but I would have to remain aware that being true to 
my own beliefs counted even more.”42 Parks’s inner conflict demonstrates the struggle 
photographers faced as both documentarians and activists. His photograph of Muhammad Ali 
was the full-page image in the photographer’s 1963 Life photo-essay on the boxer (Figure 30). 
The subject of the accompanying article was Ali’s recovery of his reputation after being 
                                                      
40 See Erika Doss, “Visualizing Black America: Gordon Parks at Life, 1948–1971,” in Looking at Life 
Magazine, ed. Erika Doss (Washington, D.C.: Smithsonian Institution Press, 2001), 221–41, for a more 
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“accused in the press of sins ranging from talking too much to outright anti-white bigotry”43 after 
he joined the NOI, and Parks’s portrait does much to sway opinion of the embattled boxer’s 
character. With sweat glistening on his skin and his mouth slightly open to reveal a gap between 
his front teeth, Ali becomes more approachable and human—a characterization reinforced by 
another image in the article showing him hugging a child.  
In addition to the physical risk that photographers assumed to capture firsthand the events 
of the movement, their profession often exposed them to organizational and governmental 
scrutiny. Elijah Muhammad informed Parks that if the NOI did not like the way he portrayed the 
organization, “we’ll be out to visit you.”44 Ernest Withers admitted that he “always had FBI 
agents looking over [his] shoulder and wanting to question [him]” so, in order to protect the 
goals of the civil rights organizations in which he was involved, he “never tried to learn any high 
powered secrets.”45 After his death, evidence emerged that Withers had served as an FBI 
informant during the latter half of the 1960s. His motives are unknown, but he supported a large 
family and it is likely that he was under pressure from the government agency. Other 
photographers faced the same dilemma of balancing their personal beliefs, their commitment to 
recording the events, and their understanding of the realities of their position as documentarians 
during a time of social tension and political strife. Many (including Lyon, who left SNCC in 
1964) stopped covering the movement altogether, often out of sheer exhaustion and 
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disillusionment with the truth of racial politics in the United States— namely, that change was 
slow coming.  
The shifting tide of the movement toward black militancy by the end of the decade, and 
the media’s often ambivalent response, is demonstrated clearly in a 1970 Life article on the Black 
Panther Party featuring Parks’s photograph of Kathleen and Eldridge Cleaver, the Panthers’ 
communications secretary and minister of information, respectively (Figure 31). The image was 
part of Parks’s final major work for the magazine and one of a number of photographs he shot 
for the article after Eldridge Cleaver took up exile in Algeria in order to avoid a return to prison 
after his parole was revoked following a confrontation between the Panthers and the police. It 
offers a sympathetic portrait of the young couple, whose involvement in the radical organization 
put them under intense media and governmental investigation. Parks’s image and how it was 
published, like so many of the photographs in this volume, represents “the complexities and 
contradictions of an artistic vision that blended political activism with the seeming objectivity of 
documentary photography.”46 His interview with Cleaver for the Life article furthers this 
photographic approach by portraying the leader as intelligent, well-spoken, and a devoted father. 
The text of the accompanying article written by a Life staff member, in sharp contrast, vacillates 
between sensationalizing the Black Panthers, emphasizing “the running guerilla war of roof 
sniping, midnight ambush and mass shoot-outs,”47 and identifying with their goals. The editorial 
decision to include headshots of dead policemen and Panthers (Figure 32) alongside Parks’s 
photographs illustrates how the perception of African American struggles for equality was 
changing as nonviolent protests gave way to the Black Power Movement.  
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In works that ranged from graphic pictures of physical conflicts to quiet scenes of song 
and community, photographers of the civil rights movement wrote history through their images. 
They actively, and often passionately, sought to produce a narrative that reflected both the 
turbulence of the time and the courage of individuals, revealing a bit about themselves in the 
process. Their commitment can be seen in the multiple ways in which they managed to identify 
themselves not just as documentarians but as participants who made deliberate choices. 
Navigating the tides of public sentiment, journalistic integrity, and personal agenda, they created 
works that spoke to a wide audience and bore witness to a period of great historical significance. 
That they were overall successful serves as evidence of the power of both the image and the role 
of the photographer as activist.  
 
The Beginnings of African American Education 
Like the photographers of the civil rights movement, proponents of African American 
education since the late nineteenth century recognized the power of the image in swaying public 
opinion. The American Missionary Association (AMA) was established in 1846 by a group of 
abolitionists, with several founding members previously working on the legal defense of the 
fifty-three Africans who had revolted on board the slave ship Amistad in 1839. By 1866, the 
AMA recognized the need, and use, for schools for the education and vocational training of 
African Americans. The organization went on to found hundreds of schools for disadvantaged 
groups, including the historically black colleges Fisk University, Talladega College, and 
Hampton Institute (now Hampton University). The AMA utilized photographs in its journal The 
American Missionary to advance its cause, documenting students from its schools across the 
country to raise both awareness and monetary contributions. The organization took advantage of 
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relatively new innovations in photographic technology to produce images via the printing press, 
ensuring that their thousands of readers would “see” evidence of education at work. By using 
photographic tools such as “before” and “after” images and select cropping, the AMA created 
convincing visual arguments in support of their mission.  
Late nineteenth-century educational and religious pedagogy played an important role in 
the motives behind these institutions and determined how the AMA’s educational institutions 
were conceived of and operated. The AMA hoped to imbue students with Northern white values 
that had been heavily influenced by evangelical Protestantism.48 These values included the 
educational and social ideas circulating at the time, namely that students can be molded and 
shaped through specific instructional classes and notions of behavior, dress, and comportment. 
The photographs published in The American Missionary highlighted these values, with students 
posed for the camera in contrived ways in order to best relay the organization’s mission to its 
viewers.  
Prior to the end of the Civil War in 1865, the education of African Americans was against 
the law, with imprisonment and fines for those found teaching blacks to read and write.49 Three 
constitutional amendments were passed between 1865 and 1870 to grant legal status to African 
Americans—abolishing slavery and involuntary servitude, establishing citizenship, and 
guaranteeing the right to vote. In spite of these amendments, Jim Crow laws emerged at the end 
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of Reconstruction in 1877, with Southern state legislatures passing laws that enforced racial 
segregation.50 The 1896 Supreme Court decision Plessy v. Ferguson upheld the constitutionality 
of such laws in public facilities, such as schools, as long as the facilities were equal in quality—a 
doctrine that became known as “separate but equal.” The decision, open to interpretation, 
resulted in public schools for African Americans that were often far poorer in quality and 
resources than schools for whites.  
Booker T. Washington and W.E.B. Du Bois, two of the most prominent African 
American leaders of the early twentieth century, significantly differed in their stance on 
education.51 Washington attended Hampton Institute, founded by the AMA in 1868, while Du 
Bois went to Fisk University, another AMA school, before earning his doctorate in sociology at 
Harvard University. Washington’s approach to education was a direct reflection of his 
experience as a student at Hampton, and he was greatly influenced by its principal General 
Samuel C. Armstrong and other teachers, who instilled in him a spirit of cooperation and good 
will toward the white community.52 He believed in teaching African Americans the skills they 
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would need to successfully contribute to society, advocating for careers in the service fields as 
those were the opportunities available in the rural areas where most Southern blacks lived.53 
When he became the first leader of the newly formed Tuskegee Normal and Industrial Institute 
(now Tuskegee University) in 1881, Washington had students erect the school buildings “so that 
the school would not only get the benefit of their efforts, but the students themselves would be 
taught to see not only utility in labour, but beauty and dignity, would be taught, in fact, how to 
lift labour up from mere drudgery and toil, and would learn to love work for its own sake.”54 Du 
Bois, on the other hand, felt that African American schools should focus on an academic 
curriculum and the liberal arts according to student ability, and supported higher education, in 
order to establish leaders, teachers, and professionals in the black community.55  
Around the same time that Washington and Du Bois were developing their views, the 
philosopher and educational reformer John Dewey began advocating that learning was a social 
and interactive process, an idea that was counter to those that shaped the development of the 
AMA schools. Beginning in the late nineteenth-century, Dewey published writings detailing the 
connection between education and democracy. His philosophies were very influential at the start 
of the twentieth-century to art educators and progressives, including within the New Deal’s 
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Works Progress Administration (WPA). Dewey talked about the relationship between freedom in 
art and freedom in democracy, with both beginning with education.56 His Experience and 
Education advocated for a progressive education incorporating experiential learning and quality 
experiences.57 Dewey’s writings would continue to influence educational practices in the United 
States, particularly during the mid-twentieth century, when African American civil rights 
organizations established alternate schools and methods of teaching to counter the inadequate 
education black students were receiving in public schools.  
 
Chapter Summary, Research, and Methodology 
The first chapter of this dissertation discusses the newspaper photographs of the 
desegregation of Central High School in Little Rock, Arkansas, in 1957. Journalists from around 
the country descended on the school to document the city’s response to the Supreme Court’s 
1954 Brown v. Board of Education decision, and their resulting photographs appeared in both 
local and national newspapers. The chapter seeks to explicate how these newspapers used the 
photographs to advance their political agendas, and sets the stage for how civil rights 
organizations later utilized photography for their own causes. The second chapter focuses on 
photographs produced by civil rights workers and volunteers during 1964’s Freedom Summer in 
Mississippi. Unlike those in the first chapter, these images are largely personal, with only a few 
used for publication in printed material produced by civil rights organizations. Discussion in this 
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chapter largely revolves around how those in the movement documented this major education 
effort and how the resulting photographs present a more accurate record of the educational thrust 
of the Freedom Summer initiative. Finally, the third chapter looks at photographs of the Black 
Panther Party and its survival programs, which included a focus on education. The Party 
deliberately projected a militant image of itself, which resulted in a misperception of the 
organization’s mission by a wider public. The chapter thus delves into a wide-range of 
photographs to show how the Party’s self-fashioning and commitment to a social platform were 
both related to and at odds with each other.  
My interest in this field began over fifteen years ago, when I encountered a newspaper 
image of Elizabeth Eckford, one of the Little Rock Nine, navigating a crowd as she walked from 
Central High School to the bus stop after being denied entrance to the school. Her calm, resolute 
expression was in fierce contrast to the contorted, angry faces of the white students and adults 
who surrounded her. It was this encounter, whether I recognized it at that moment or not, that 
brought Roland Barthes’s theory of the studium and punctum to the fore.58 Over the years, I’ve 
written about photography generally during the civil rights and Black Power movements and 
specifically dealing with its intersection with instances of African American education. Much of 
the research for this dissertation was conducted over this longer time period. 
 In 2005, I traveled to Arkansas to conduct research at the University of Arkansas, 
Fayetteville, where many of the holdings about the desegregation of Central High—the subject 
of the first chapter of this dissertation—are stored. These holdings included archives of integral 
participants such as Daisy Bates, the unofficial mentor of the Little Rock Nine and the owner of 
the Arkansas State Press, a local black-owned newspaper, and Virgil T. Blossom, superintendent 
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of schools; the Federal Bureau of Investigation (FBI) records; and papers related to the White 
Citizens’ Council, a white supremacist organization active at the time. I looked at newspaper 
reels, photography albums, photographs, negatives, journals, pamphlets, secondary sources, oral 
histories, and objects created by white students during the 1957–58 school year. Seeing these 
student-made objects proved especially informative, as secondary sources have only replicated a 
handful of them and these reproductions are not able to recreate the visceral reality of being 
confronted with such deep manifestations of anger and hate. I returned to the university in 2016 
to conduct additional research and refamiliarize myself with the archives. Able to spend a longer 
period of time, I found new sources that have aided my understanding of the material. 
 I spent the summer of 2012 at the Library of Congress and the Archives of American Art 
in Washington, DC, focused on research on Freedom Summer, a 1964 voter registration and 
education campaign in Mississippi and the focus of the second chapter of this dissertation. At the 
Library of Congress, I consulted the extensive papers of James Forman, executive secretary of 
SNCC from 1961 to 1966, which included detailed information regarding Robert (Bob) Parris 
Moses, co-director of the Council of Federated Organizations (COFO) and the main organizer of 
Freedom Summer; field reports before and during Freedom Summer; notes from COFO 
executive committee meetings; the Congress of Racial Equality (CORE), a civil rights 
organization; and photographs related to the civil rights movement. Additionally, I looked at The 
Student Voice, SNCC’s newspaper from 1960 to 1965; oral history interviews about the civil 
rights movement and the Black Panther Party; records related to the Leadership Conference on 
Civil Rights, a national association of civil rights organizations; and ephemera related to the 
Black Panther Party, the subject of the third chapter of this dissertation. At the Archives of 
American Art, I consulted several papers related to the Works Progress Administration (WPA), 
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including those of the FAP and individual artists employed by the WPA in order to get an 
understanding of educational initiatives in the 1920s and 1930s. 
 In 2013, I spent several months in Hattiesburg, MS; New Orleans, LA; and Cambridge, 
MA, conducting research at the University of Southern Mississippi, the Amistad Research 
Center, and Harvard University respectively. At the University of Southern Mississippi, I 
concentrated on holdings related to Freedom Summer and COFO, a coalition of the four major 
civil rights organizations operating in Mississippi in the early 1960s. The photographs of 
Freedom Summer in these archives were primarily vernacular in nature, providing more intimate 
knowledge of the campaign and an understanding of the priorities of the national media. I 
consulted the papers of twenty-one people related to Freedom Summer, including volunteers 
from Northern states—mostly college students—and Southern civil rights workers; the FBI’s file 
on SNCC; and the archives of two photographers who documented the campaign. These papers 
included volunteers’ diaries and letters to loved ones detailing the everyday aspects of their 
work; photographs and photograph albums, most of which have never been published; oral 
histories; newspaper sources; secondary materials; and various ephemera.  
 In New Orleans, I spent the majority of my time at the Amistad Research Center, an 
independent archives repository housed on the campus of Tulane University. Much of my 
research here focused on a broader understanding of education practices and initiatives for 
African Americans and of the longer arc of the black freedom struggle. The archives consulted 
include those related to the AMA, and in particular The American Missionary, whose late-
nineteenth and early-twentieth century editions included photographs of students of color in 
schools founded by the AMA. Several papers associated with Freedom Summer are also located 
here, including those of CORE, SNCC, and Sally Belfrage, a member of SNCC who later wrote 
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the book Freedom Summer about her experience. Both CORE and SNCC’s papers contain 
comprehensive administrative records and files, including curriculum for the Freedom Schools, 
while Belfrage’s archives include a draft of her manuscript, her diary and notes, and an extensive 
file of reports of both progress and harassment in Freedom Summer activities. 
 At Harvard, I consulted additional archives of the AMA and the Race Relations 
Department of the United Church Board for Homeland Ministries, as well as the papers of six 
individuals related to Freedom Summer and early instances of African American educational 
initiatives, including Fannie Lou Hamer, a founder of SNCC who was instrumental in organizing 
Freedom Summer; and dispatches from Time magazine correspondents in the 1950s and 1960s 
detailing both national and international news stories related to education, the civil rights 
movement, and freedom struggles abroad. Papers and secondary sources related to the Black 
Panther Party were also examined. 
 Additional libraries and archives consulted for general information about education, 
photography, the civil rights movement, and the Black Panther Party, include the Schomburg 
Center for Research in Black Culture; the New York Public Library; Avery Architectural & Fine 
Arts Library and Burke Library at Union Theological Seminary, both at Columbia University; 
Haas Arts Library and Beinecke Rare Books and Manuscript Library at Yale University; and the 
Fine Arts Library, Gutman Library, and Houghton Library at Harvard University.  
Throughout the dissertation, I contend that the materiality of the photographs, their 
physical status as objects, is key to understanding the works as a whole. Elizabeth Edwards and 
Janice Hart argue that photographs’ physical properties, their use, and the way in which they 
function in culture make their “objectness” central to how we comprehend them.59 By 
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considering the materiality of photographs, I argue that the images produced of and by the 
educational institutions reflect both the pedagogical and cultural values of their respective time 
periods. 
Photographs document both what is physically seen in the images and what can be 
understood about the larger cultural period during which the works were taken. Therefore, 
although the content and composition of these images is certainly important to any discussion, 
my dissertation will also focus on other aspects of the photograph—things such as photographer, 
audience, reception, access, and forms of distribution. Victor Burgin and Ariella Azoulay both 
discuss how photographs carry the traces of the interactions between the people and objects that 
essentially make them. Burgin contends that the photograph is therefore not neutral, that it 
intends to persuade viewers in how to look at it.60 Azoulay agrees to an extent, but suggests that 
neither the photographer nor subject can ultimately control the meaning of the image, as the 
viewer also holds power in how it is interpreted.61 Both writers show how the photograph cannot 
be read simply by its content alone.  
This point highlights what can be seen as the life of the photograph as a tangible object, 
as something that functions because of, and yet often outside of, its subject matter. Therefore, in 
each of the chapters, the influence, both intended and not, of photographer, subject, and viewer 
will be considered. The potential contrasts between composed versus candid, trained artist versus 
amateur, public versus private, etc. are only some of the other aspects in these photographs that I 
will be considering. The dissertation will thus examine how visual literacy aids, influences, and 
changes how these images are interpreted in order to grasp how photographs of African 
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American education in the mid-twentieth century contributed to the public’s understanding of the 





CHAPTER ONE: Central High School 
 
 
The first major challenge to the Supreme Court’s 1954 Brown v. Board of Education 
decision stating that the “separate but equal” policy in public schools was unconstitutional 
occurred in the relatively quiet town of Little Rock, Arkansas. The events at Central High School 
during the 1957–58 school year came as a shock to most members of the community since Little 
Rock and the state of Arkansas were known for racial tolerance. In fact, “that Arkansas should 
have become the setting for a showdown between federal and state authorities over 
desegregation was ironic, for in 1948 it had been the first state in the South to admit black 
students to a state university without the prompting of a court order.”62 Almost immediately 
following the Supreme Court’s decision, the Little Rock School District under Superintendent of 
Schools Virgil T. Blossom announced that it would comply with the Court’s ruling, and within a 
year announced its Blossom Plan for gradual school desegregation.63 
 However, as Governor Orval Eugene Faubus’s reelection campaign began in 1956, his 
previously moderate stance on desegregation began to move toward the more conservative 
position of maintaining segregation in schools.64 The emergence of Jim Johnson, the head of the 
Arkansas White Citizens’ Council and a staunch segregationist, as a potential rival in the 1956 
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gubernatorial elections drove Faubus to reconsider his views.65 This political climate in Little 
Rock forced Faubus to take a stand regarding the state government’s position on integration, 
precipitating a vocal opposition to integration by the local community and introducing Little 
Rock to the national media as the epitome of racial intolerance. The extreme actions taken by 
Governor Faubus to ensure that desegregation would not take place at Central High School 
prompted the media to flock to Little Rock, guaranteeing that whatever situations arose would be 
recorded through photographs and film by both the national and international press. 
 The realization that Faubus’s actions would have an impact on a national level due to his 
blatant challenge of the Brown v. Board of Education decision resulted in a substantial amount of 
media attention on Little Rock. At the time, the civil rights movement was just beginning to 
receive national attention, with Faubus’s challenge following on the heels of the Montgomery 
Bus Boycott of 1955–56. The crisis at Central High School was the first of the civil rights events 
to be recorded by the film camera and shown on television. In addition to national television 
coverage, newspapers from states in the northeast also captured the unfolding events in 
photographic form. “Newspaper, radio, and television coverage brought the legitimate but 
previously unheard demands of southern blacks into the homes of American far removed 
from…southern segregation.”66 This widespread national media attention forced the Eisenhower 
administration to take a stand and work to ensure the civil rights and protection of the African 
American population.67 While the newspaper photographs of the desegregation crisis at Central 
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High School caused the entire country to focus on Little Rock, they also elicited a variety of 
emotions and actions, including a counterattack by segregationists, that continue to shape our 
current perception of the crisis.  
 Prior to the crisis at Central High School, the local media had criticized Faubus68 for 
being a political moderate, even hinting at his ties to the Communist Party. In fact, Faubus won 
his first gubernatorial campaign in 1954 against incumbent Francis Cherry without taking any 
firm position on the issue of race.69 During his first term as governor, Faubus “had combined 
liberal economic policies aimed at lower-income whites and blacks with the active solicitation of 
support from the steadily increasing black electorate.”70 However, because of increasing pressure 
from the Capital Citizens’ Council, a southern organization opposed to desegregation, and the 
seeming support of segregation by local citizens—as well as his own ambitions for an 
unprecedented third term as governor—Faubus placed the Arkansas National Guard around 
Central High School to prevent the African American students from entering the building on 
September 2, 1957. While he stated at the time, and maintained ever after, that he acted to 
prevent violence from breaking out in the city, Faubus knew that his own political future rested 
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on his active opposition to desegregation.71 In fact, he was able to win his reelection bid, serving 
as governor of Arkansas for a total of six terms. Although Faubus’s support for segregation was 
politically beneficial, it also manufactured the crisis at Central High School that perhaps could 
have been avoided. Faubus’s decision to send in the National Guard not only placed him at odds 
with President Eisenhower since his actions seemed to directly challenge the authority of the 
federal government, but it also caused the already embattled community of Little Rock to further 
divide itself. 
 Although Little Rock was similar to other southern towns in that the white and black 
communities were divided from each other both economically and socially, it differed from this 
norm because the two populations were not antagonistic. However, Governor Faubus’s 
deployment of the Arkansas National Guard and his subsequent disregard for the orders of the 
national government brought hope to the previously quiet local segregationists. Even those who 
had little opinion about the issue were captivated by the fervor of the moment. Joe Elder, a 
graduate of Central High School and a participant in a mob attack against black newspapermen, 
said that he learned that day “how easy it is to get caught up in the emotions and actions of a 
mob.”72 That the issue of education would break the fragile peace between black and white 
communities is not surprising given the fact that “everyone could be equally well educated 
was—and remains—a revolutionary idea. For this reason common education has always been 
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opposed by conservatives and elitists who fear it will lead to changes in class and productive 
relations in favor of new social groups.”73 
The vocal opposition to integration pressured many white members of the community to 
side with the segregationists for fear of economic and social retaliation. Those businesses and 
individuals who took a stand against segregation suffered financial losses and were socially 
ostracized. Two local newspapers, the Arkansas Gazette and the Arkansas State Press, lost many 
of their advertisers, forcing the Arkansas State Press to eventually close. In addition, the 
Arkansas Gazette, once the leading newspaper in Arkansas, lost thousands of subscriptions due 
to their editorial stance criticizing Governor Faubus. The fate of these two newspapers was 
shared by other businesses that dared to support integration. 
 
Local Perspective 
 The local response to the desegregation crisis at Central High School varied. A pro-
integrationist stance was most vocally advocated by Lucious and Daisy Bates and their black 
newspaper, the Arkansas State Press, and by Harry Ashmore’s editorials in the Arkansas 
Gazette. A segregationist position was seen in the literature printed by the White Citizens’ 
Council and cards and drawings made by white students. These two sides continually clashed 
throughout the duration of the school year, with each trying to convince the undecided masses to 
join their cause. The mounting media attention on the desegregation crisis caused many local 
whites to view the issue with growing disdain, placing pressure on the local newspapers as the 
vocal opposition to integration steadily increased in the first month. While reporters and 
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cameramen descended on Little Rock from all over the nation and the world, the local 
newspapers continued to print stories and photographs outlining the course of events. The 
importance of the photograph in the crisis at a local level is apparent in the way “the 
photographic image can invoke feelings, trigger thoughts, and project perceptions to be 
pondered. And when it does, a photograph achieves what imagery has always endeavored to 
do—it stirs emotion and leaves an indelible impression.”74 The photographs published in these 
newspapers helped shape both a local and a national response to the crisis and continue to define 
it today. 
 As Thomas W. Young suggests, “[b]ecause news of Negro progress and aspirations was 
effectively quarantined by the general press, Negro newspapers became also the chroniclers of 
contemporary life and activities in their segregated world. They attacked the fallacies and the 
stereotypes of Negro character created by the white press. Slowly, painfully, the Negro press 
improved the popular image of the Negro.”75 The Arkansas State Press was founded in 1941 by 
Lucious and Daisy Bates, who modeled the paper on African American publications from the 
North such as the Chicago Defender and the NAACP’s The Crisis. In addition to promoting the 
social activities of the black community of Little Rock, the State Press also took an active stance 
in the political arena on both a national and local level. The newspaper’s position as a vocal 
proponent for integration prompted not only a severe financial backlash for the State Press as 
both small stores and large corporations withdrew their advertisements, but the Bateses also 
became the target of the segregationists’ threats, resulting in burning crosses on their front lawn 
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and rocks and dynamite thrown through the windows of their house. Despite these threats to her 
life and business, Daisy Bates—the president of the state chapter of the National Association for 
the Advancement of Colored People (NAACP), the co-owner of the State Press, and the 
unofficial mentor of the Little Rock Nine, the nine black students selected to desegregate Central 
High—continued to serve a unique role in the desegregation crisis as it progressed. Her various 
positions gave her an informed outlook, which she relayed to the black community through the 
State Press. Objectivity in this case was not always the intention of the newspaper. The Bateses’ 
choices regarding the images they published in the State Press helped narrate the crisis from a 
black perspective, an angle that was not otherwise present in the major newspapers.  
 Both the Arkansas Gazette and the Arkansas Democrat, the top two newspapers in the 
state, also extensively covered the event. Interestingly, in 1954 following the Brown decision, 
“neither the Gazette nor the Democrat had anything but a generalized opposition to the civil 
rights movement; indeed the Democrat was ahead of the Gazette in printing black obituaries and 
other social news, and in hiring Ozell Sutton in 1950 as its ‘Negro reporter.’”76 However, during 
the desegregation crisis three years later, while the Gazette’s editor, Harry Ashmore, and 
president, John Netherland Heiskell, took an active stance against Governor Faubus’s actions 
concerning the crisis—winning Ashmore and the Gazette Pulitzer Prizes—the Democrat chose 
not to voice an opinion either way. These differing attitudes were not unusual for the civil rights 
moment as “[a] survey of newspaper and magazine photographs taken in the 1960s reveals….the 
media depicted the civil rights struggle in distinctive ways for different readerships.”77 Due to 
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their controversial content, Ashmore’s editorials resulted in a major loss of circulation and 
advertising for the newspaper. Despite the risk, Heiskell made a decision that seemingly 
threatened the survival of his newspaper—he opposed Faubus’s actions and called for 
compliance with the court’s order for integration.78 The photographs published in the Gazette 
also reflected Heiskell’s and Ashmore’s decision to publicly criticize the governor’s 
segregationist policies. 
 Although the Democrat did not take the same gamble editorially, its photographer 
assigned to cover the crisis, Ira Wilmer (Will) Counts Jr., did create stirring images that resulted 
in a nomination for a Pulitzer Prize.79 Counts, an Arkansas native who had attended Central High 
as a student, had freelanced for both the Gazette and Democrat before being hired as a staff 
photographer that year. Even though he did not receive the award, Counts’s selection by the 
committee indicates the extent to which his photographs of the situation at Little Rock were 
recognized. His photographs became the defining images of the crisis, an honor like the 
Gazette’s Pulitzers that unfortunately resulted in a counterattack by the segregationist 
community in the South. 
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Counts shot his photographs for the Democrat using a 35mm format camera, a type that 
he claimed was rarely used by newspaper photographers at the time.80 He credited the smaller 
camera with giving him a considerable technical advantage, since he was able to shoot thirty-six 
exposures without having to reload. The 35mm camera, along with Counts’s casual attire, 
enabled him to both blend in with the crowd, allowing him to capture scenes not found in other 
newspapers, and shoot many exposures of the same event, “working to capture on film the 
‘Decisive Moment,’ that fraction of a second that would sum up the essence of the event in both 
content and composition.”81 Counts’s practice of shooting one event many times also resulted in 
several series of photographs that can be read like movie stills, further emphasizing the influence 
of mass media in the desegregation crisis. 
 
Some of Counts’s most recognizable images depict Elizabeth Eckford—one of the nine 
black students chosen as the first to desegregate Central High School—who became a symbol of 
the injustices suffered by African Americans across the country. The night before the first day of 
school, Daisy Bates and several black and white ministers decided that the students should meet 
at the Bateses’ home in the morning before proceeding to school together. Eckford, however, 
was unaware of the plan because she did not have a telephone in her home. Thus, on September 
4, 1957, Eckford arrived at Central High alone and under the impression that the National 
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Guardsmen were there to protect her.82 After making her way through the restless crowd, she 
was told by the National Guardsmen that she would not be allowed to enter the school. The white 
spectators, sensing her confusion and thirsty for action, gathered around her. As Eckford made 
her way to a bench at the nearby bus stop, the crowd, composed of both students and adults, 
followed closely behind and shouted obscenities at her, even going so far as to suggest lynching 
her.83 However, throughout the entire ordeal, she remained outwardly calm, refusing to allow the 
mob to overpower her. 
Eckford’s courage in spite of the mob’s display of racial hatred was captured by 
photographers from both local and national newspapers, many of whom were silent members of 
the crowd surrounding her. The photographs of Eckford’s harrowing walk were published in 
newspapers throughout the country and catapulted her to national prominence. Instead of starting 
school without incident like most students, Eckford became the focus of a controversy that had 
reached the homes of most Americans through the photographic medium. Civil rights groups 
used her as an example of the unfair discriminatory practices faced by African Americans, 
emphasizing her good grades, youth, and courage under a blatant display of hatred. 
Segregationists used the incident as an example of the overwhelming support and legitimization 
of segregation. Eckford and the photographs taken of her unintentionally became a tool for both 
sides of the integration issue.  
Two years after the desegregation crisis, Hannah Arendt criticized the role of African 
American children in civil rights efforts. For her, putting children at the center of a national 
struggle for social justice and equality was unfair given their youth and innocence. In a short 
                                                      
82 Ibid., 33. 
 
83 For an account of the incident and its aftermath, see David Margolick, Elizabeth and Hazel: Two 
Women of Little Rock (New Haven: Yale University Press, 2011). 
 
 46
essay in the radical periodical Dissent, she asked “Have we come to the point where it is the 
children who are … asked to change or improve the world?”84 However, African American 
children were often well-aware of the potential consequences of their involvement, having 
experiences race-based violence and discrimination their entire lives.85 Even as Eckford and the 
rest of the Little Rock Nine suffered both mental and physical anguish from their white 
classmates throughout the course of the year, they remained committed to seeing the integration 
of Central High through, with Ernest Green becoming the first African American student to 
graduate from the school in 1958.86  
 
 In looking at the photographs published in the media throughout the desegregation crisis, 
it becomes clear that the images, though taken of the same event, tell different stories depending 
on the motives of the photographer and publisher. As Leigh Raiford notes, “We must then 
continually read the photograph, especially in the context of the long African American freedom 
struggle, as both artifact and artifice, as indexical record and utopian vision, as document and 
performance.”87 These photographs of Central High, and of other civil rights events played out in 
the media, need to be understood as images taken with a specific purpose in mind and with the 
inclusion of text and photographic tools that aids in their interpretation. They thus exist as both 
accurate documents and suggestive images, utilized to sway public opinion and influence how 
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history was recorded and understood. This section will focus on photographs documenting two 
events related to the desegregation crisis as a way to compare how local newspapers reported the 
same story with different objectives in mind.  
The photographs published in the State Press all present the black students and other 
African Americans involved in the crisis in a positive light. The captions accompanying the 
images also help promote the notion of strength and courage among them despite the mob of 
white citizens against them. The first photographs published in the State Press of the crisis depict 
the students on September 4, 1957, the day that they were refused admittance to the school by 
the Arkansas National Guard on the order of Governor Faubus. The two photographs, placed one 
over the other in the September 13th edition of the weekly paper, are particularly interesting in 
that they visualize different experiences faced by the students. The first (Figure 33), a 
photograph of Elizabeth Eckford, illustrates Eckford’s composure in spite of the taunts of the 
mob. The second (Figure 34), an image of seven of the Little Rock Nine being blocked from 
entering the school by the National Guard, reveals the bewilderment of the students amidst the 
armed soldiers who represented their governor. Both photographs place the black students in a 
swarm of unfriendly white faces to make it clear to the viewer that they are innocent, yet 
courageous, in the face of such strong opposition. 
 Both photographs also portray a kind of stillness that belies the gravity of the moment. In 
the image of Eckford, the photographer has captured a moment where little is seemingly 
happening. The square format of the photograph—with figures extending past the edges of the 
frame—hints at the size of the crowd, however, there are few cues to indicate movement. With 
most of the figures on the edges of the frame in light clothing, the three figures in darker clothing 
at center ground the image. Similarly, the image of the seven students appears as if it could be a 
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still from a tableau. The horizontality of the photograph, with the students and soldiers taking up 
the whole of the image, seems contrived and awkward. This stillness in both picture planes can 
perhaps be understood as a metaphorical distance between those pictured and the viewer. As a 
weekly paper, the State Press published their first photographs nine days after the first day of 
school. Given the fast pace of events and the overwhelming attention on the crisis, the images in 
the State Press may have appeared to be more like a record of recent history rather than a direct 
report of a current event. As suggested by Susan Sontag and others, “a photograph changes 
according to the context in which it is seen.”88 The appearance of these images in an African 
American newspaper immediately assigned certain meanings to them, and the fact that the paper 
was also a weekly insured that the viewer approached these images with a certain perception and 
understanding. With so many newspapers, both local and national, reporting on that first day, the 
proliferation of images may have contributed to “the erosion of the very notion of meaning”89 for 
the viewer.  
Eckford’s historic walk after being turned away by the National Guard was reproduced in 
newspapers throughout the country. The image printed by the State Press shows Eckford, with 
black sunglasses and a resolute face, seeming to lead the crowd. It presents her as if she were in 
full control of her situation, highlighting the way in which the multitude seems to fall in line 
behind her. While this interpretation does not immediately fit with the perception of the mob as 
dangerous, and therefore with the goal of the State Press for government intervention, it does 
reflect a perhaps competing desire to uplift the black community. Instead of giving in to the 
segregationists and portraying Eckford as engulfed by the white spectators, the photograph 
maintains a certain distance from the scene, thereby allowing for a larger viewing plane. While 
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the contorted faces of several of the students and spectators are visible, they are not the focus of 
the image. Instead, Eckford’s bravery is the motivation behind the image. Her composure and 
courage in the face of such hatred is used to inspire the black community. 
 Instead of being photographed in the center of the composition, Eckford is located in the 
lower left corner of the photograph. Her position and the angle at which the photograph was 
taken create a strong diagonal across the image. This diagonal results in a more interesting 
composition, with Eckford’s presence emphasized due to the recession of space as the eye moves 
from her figure to the upper right corner of the photograph. By placing her off-center, the 
photographer also emphasizes Eckford’s innocence in the face of such visible hatred. Instead of 
commanding attention through a full-frontal close-up image, Eckford is shown on the margins of 
the picture. “Margins” alludes to both her position within the photographic plane and within 
society itself. As Victor Burgin asserts, “the structure of representation—point-of-view and 
frame—is intimately implicated in the reproduction of ideology (the ‘frame of mind’ of our 
‘point of view’).”90 The construction of this image of Eckford clearly presented a storyline the 
photographer wanted the viewer to immediately recognize and understand.  
 The photograph of Eckford is accompanied by the caption “A Girl Without a Country.” 
This phrase demonstrates the fraught nature of the desegregation policy in society. By implying 
that the whole country was against Eckford, the caption further celebrates her courageousness. 
The choice of the word “girl” instead of “student” is also important since the former references a 
more innocent and helpless person, one who would normally rely on the support of her 
community. “Girl” succeeds in both recalling Eckford’s innocence and prompting an emotional 
response from the African American community. 
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 The photograph also indirectly comments on the amount of media attention the 
desegregation crisis received. In the lower right-hand corner of the image, a white man facing 
Eckford holds a camera in his hand while Benjamin Fine, the education editor for the New York 
Times, walks next to her making notes on a pad of paper. The presence of these two men links 
Eckford’s harrowing walk to what would later be a national understanding of the crisis. The 
photograph’s unique angle also causes Eckford, Fine, and the unidentified photographer to form 
a triangle within the composition, further linking them together. However, the lack of physical 
contact between the three, and between the others in the frame, is visually awkward, inviting the 
viewer to look closer to make out the relationships among those pictured.  
 In comparison, the photographs of the incident published in the Arkansas Democrat offer 
a different perspective. The September 4th edition shows four images of Eckford—three where 
she is being denied entrance to the high school and one where she is on her historic walk to the 
nearby bus stop. All four photographs are cropped, heightening their intensity and compositional 
power.91 The three photographs of Eckford with the National Guard (Figure 35) were printed 
slightly off the center of the front page running vertically down in chronological order, much like 
a movie strip. As the viewer’s eye moves down the page, the photographs visually lay out 
Eckford’s encounter with the soldiers. The juxtaposition of the last photograph with the image of 
Eckford as she is followed by an angry crowd (Figure 36) indicates that the scenes are related 
despite the difference in content and format. This juxtaposition also serves as a reminder to the 
viewer of the opposition Eckford faced from both the military, which served as a stand-in for the 
government and a physical indication of the governor’s response to desegregation, and the larger 
white community. 
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 The three photographs of Eckford’s encounter with the National Guard contain 
interesting formal qualities. On the left side of each of the photographs, the erect posture of the 
two guards is repeated in the post that juts up between them. The upright line of both the guards 
and the post is repeated in Eckford’s approaching figure. The cropping of all three images also 
emphasizes an overall vertical thrust to the pictures. This verticality is then challenged in the 
juxtaposed horizontal image of Eckford and the crowd. In addition, the bright sunlight combined 
with the black-and-white printing creates a harsh contrast in tone. Both the National Guard 
uniforms and Eckford’s dress become glaringly white, while the rest of the scene, especially in 
the second and third photographs of the series, fall into varying shades of gray. This contrast not 
only works to highlight the main characters in the scene, but it also further emphasizes the 
verticality of the figures. Finally, all three photographs subtly hint at the military occupation of 
Little Rock with the presence of a military truck in the background. The truck bridges the gap 
between one guard and Eckford, perhaps suggesting that the divide between the two can only be 
solved through some type of intervention. 
 On September 27th, the State Press published two photographs side-by-side on its cover. 
These images (Figures 37 and 38), also taken by Counts, depict Alex Wilson, an African 
American reporter for the Memphis Tri-State Defender who became the target of the anxious 
crowd waiting for the students to get to school. Wilson arrived at the high school the morning of 
the 23rd with several other African American reporters from across the nation. While the other 
reporters were also beaten, Wilson received the most injuries—he was kicked in the face and 
assaulted with a brick to his skull. However, throughout the attack, Wilson refused to run away 
or fight back, a tactic similar to the non-violent approach that would be made famous by Martin 
Luther King Jr. and the Student Non-Violent Coordinating Committee in the 1960s. In his 
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account for the Memphis Tri-State Defender and the New York Journal-American, Wilson 
describes his thought process as the crowd advanced on him and the other black reporters: 
“Strangely, the vision of Elizabeth Eckford, one of the nine students, flashed before me as she 
with dignity strode through a jeering, hooting gauntlet of segregationists several days ago…I 
decided not to run. If I were to be beaten, I’d take it walking if I could—not running.”92 This 
statement reveals how Eckford’s bravery influenced how Wilson reacted to the same group when 
he became their target. Wilson’s story conveys the immediate impact the events at Central High 
School and the heroism of the Little Rock Nine had nationally, and the role of print media in its 
visualization. 
 The photographs show Wilson being strangled by an unidentified white man who had 
jumped onto his back and being kicked in the face by another while trying to get off the ground. 
These two images were especially appalling since—unlike the photograph published two weeks 
earlier where the crowd is seen only verbally taunting Eckford—they showed physical assaults 
against an innocent black reporter. The difference between these two attacks can perhaps be 
chalked up to the difference in gender and ages of Wilson and Eckford, but the publication of 
these two photographs suggest the escalation and recurrence of violence against black bodies in 
general. Elizabeth Alexander argues that the legacy of slavery and race-based violence in the 
United States has resulted in African Americans “forging a traumatized collective historical 
memory which is reinvoked at contemporary sites of conflict.”93 Since Wilson had stopped at the 
Bateses’ house the morning of the incident, the photographs seem to be both a personal and 
political outcry of the injustices against African Americans in Little Rock. 
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 Interestingly, these photographs published in the State Press seem to have come directly 
from the September 23rd issue of the Democrat. However, in the latter, the two images are not 
placed next to each other and the captions suggest that the “Negro newsman” in the images is 
actually two different men. The reproduction of these photographs in a black newspaper 
indicates that Counts’s photographs were accepted by both the white and black communities in 
Little Rock. While Counts did have a technical advantage over other newspaper photographers 
with his use of the 35mm camera, the 80 ISO film still did not allow him to capture the fast pace 
of the attack.94 Despite this minor setback, Counts was able to recreate the chaos of the situation 
without having to rely on a moving image. 
 Although Counts’s original photograph of Wilson in a chokehold (Figure 39) showed the 
two men on the left side of the frame and a large crowd of white men watching on the right side, 
the image printed in both the State Press and the Democrat cuts out the crowd and focuses 
instead on Wilson and the unidentified attacker. The decision to frame the image so that these 
two men fill up the space of the photograph heightens the sense of drama since the viewer’s 
perspective is almost as if he or she were standing directly in front of Wilson. This close-up view 
allows the viewer to see the expression on each man’s face—Wilson’s pained grimace and the 
unidentified man’s clenched jaw and bared teeth. 
 This framing also emphasizes the contrast between the two men and references the 
lynchings of black men and women that took place in locations throughout the South (Figure 
40). The attacker’s white shirt seems to pop out at the viewers against Wilson’s dark suit and the 
blur of trees in the background. The absolute white of the man’s shirt causes his arm to become 
so abstracted that it almost resembles a noose hanging around Wilson’s neck. Wilson’s pained 
                                                      
94 Counts, Life Is More Than A Moment, 50. 
 
 54
expression and closed eyes are reminiscent of the facial expressions of lynched African 
Americans on postcards and photographs collected as souvenirs in the United States well into the 
twentieth century.95 The way in which Wilson’s body is cut off abruptly at his waist by the 
photograph alludes to the violence directed toward black bodies. The inclusion of this 
photograph in a reputable “white” newspaper as well as a black-owned newspaper thus succeeds 
in bringing the viewer face-to-face with what he or she, as Southerners, had passively agreed as 
acceptable. By referencing the Southern history of lynching, the newspapers force the viewer to 
confront and reconsider his or her acceptance of such a custom. 
 In Counts’s other published photograph of Wilson, most of the white male crowd is 
unidentifiable since their heads are either partially or totally cut out of the frame. Through this 
compositional choice, Counts suggests that these men could have been anyone in the 
neighborhood. He is therefore able to place the responsibility of the incident on the entire 
community, on those who actively participated and those who stood by passively not coming to 
Wilson’s aid. One man in particular seems to embody the violent spirit aroused by the mob. The 
man in the back center of the photograph stands with legs spread and fists clenched as he 
watches Wilson get kicked in the face. He seems to be preparing for when he too would be able 
to assault the “Northern nigger.” The man, along with the others in the group, defined for the 
state of Arkansas and for the rest of the nation how easy it was to get caught up in the “mob 
mentality.” 
 In addition to being seen by the black and white communities in Little Rock and 
throughout the state of Arkansas, Counts’s photographs also had a much larger, national 
audience. In his 1922 book on the history of Arkansas newspapers, Fred W. Allsopp quotes 
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Wendell Phillips who stated: “Not one in ten reads books, but everyone [sic] of us, except the 
helpless poor, poisons himself every day with a newspaper. It is parent, school, college, pulpit, 
theatre, example, counselor,—all in one. Every drop of our blood is colored by it. Let me make 
the newspaper, and I care not who makes the religion and laws.”96 Thus, even in the nineteenth 
century, people were aware of the possibilities the newspaper had in forming public opinion. 
Allsopp’s choice of citing Phillips, a well-known nineteenth century Northern white abolitionist, 
interestingly connects the function of the newspaper to the goals of the anti-slavery movement. A 
similar comparison can be made to the black newspaper’s role in rejecting stereotypes and 
presenting a positive image of African Americans in the twentieth century. In addition, the 
newspaper, aided by photographic technology, became an even greater potential purveyor of 
public opinion.  
Will Counts recognized that “some traditionalists have considered ‘the press’ nearly 
exclusively the written word, but the reporting at Central High showed that images played a 
major part in telling the story of racial injustice.”97 His belief in the power of the photographic 
medium was solidified when President Eisenhower dispatched the 101st Airborne Division of the 
United States Army to Little Rock after seeing Counts’s photographs of Alex Wilson.98 The 
influence of newspaper photographs and photojournalism would become even more apparent as 
the civil rights movement took center stage in press coverage of the 1960s. Counts’s photographs 
therefore played an important role in how both the local community of Little Rock and the nation 
at large perceived the desegregation crisis. 
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 Due to the amount of media attention the desegregation crisis was receiving, supporters 
of segregation began an advertising and literature campaign promoting the injustice to white 
students caused by “forced integration.” Following the 1957 school year, the White Citizens’ 
Council distributed numerous pamphlets and booklets on the evils of integration, citing the Little 
Rock case as an example of unwarranted government intervention. In an undated booklet titled 
“Desegregation: fact and hokum,” Henry E. Garrett states that “the Little Rock affair will go 
down in history as a cruel exhibition of the use of naked Federal power against civilians. It was 
perhaps the most tyrannical government action since the first reconstruction.”99 The White 
Citizens’ Council chose to illustrate this use of “naked Federal power” in a series of stamps with 
the logo “Remember Little Rock” that appeared on much of its printed literature both during and 
after the desegregation at Central High. One such stamp (Figure 41) was included on the back 
cover of a pamphlet containing an address given by Judge Tom P. Brady to the Commonwealth 
Club of California at San Francisco in October 1957. It featured an exaggerated sketch after a 
photograph published in the September 25th edition of the Democrat. In the photograph (Figure 
42), 101st Airborne soldiers with bayonets escort two white female Central High School students 
from the premises. The girls had refused to enter the school due to the presence of the military 
but had wanted to remain as spectators. Despite the fact that the obviously smiling faces of the 
girls suggest that they were amused by their situation, the White Citizens’ Council chose to use 
the photograph as a symbol of the injustices to the white community created by the 
desegregation order.  
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 In addition to the White Citizens’ Council, several white students attending Central High 
School took to the segregationists’ cause. They created notes, cards, and drawings with 
segregationist messages that were then distributed in school and posted in the hallways. 
Elizabeth Huckaby, the Vice Principal for Girls at the time, kept many of these examples of local 
material culture and later included them in her papers donated to the University of Arkansas, 
Fayetteville. Messages such as “Go back to Africa Niggers” and “You are now walking throgh 
[sic] the halls of intergrated [sic] L.R.C.H.S. courtesy of N.A.A.C.P.” were written on notebook 
paper by students and posted throughout the school. Chants, verses, and drawings printed on 
stock paper cut to the size of business cards were also distributed among the students. These 
messages (Figures 43 and 44) ranged from the familiar “One down…Eight to go,” created after 
Minnijean Brown, one of the Little Rock Nine, was expelled from school, to a verse about a 
“little nigger at Central High” who “sure is anxious to die.”100 The cards also focused on the 
white administrators like Huckaby who were concerned about providing a good education for 
their students regardless of race. One such card (Figure 45) featured a drawing of a girl with an 
umbrella chasing after a woman with “Sammie Dean” and “Hucaby” [sic] written under each 
figure respectively. The card was captioned with “Communism on the run,” suggesting that 
anyone in favor of integration was a Communist.  
This immediate association of integrationists and communism recalls the tactics used by 
Senator Joseph McCarthy in the early 1950s, a period known as the “Red Scare.” Many people 
first saw McCarthy’s anticommunism crusade as a way to save the United States from treason at 
home and failure overseas, rather than recognizing the routine persecution of often innocent 
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individuals.101 For segregationists, those who supported desegregating schools were guilty of 
treason since they were going against the so-called Southern way of life. The cards and drawings 
produced by some of the white students thus reveal the environment within the school building, a 
setting that remained mostly inaccessible to the media. 
While the literature distributed by the White Citizens Council does provide the 
perspective of the segregationists on the events surrounding desegregation, the examples of 
material culture produced by the white students at Central High School more accurately reflect 
the local community’s response to both the crisis itself and the portrayal of Little Rock in the 
local and national press. The emphasis placed on the integration issue by the local white 
newspapers, seen in the amount of coverage the high school received in September, forced the 
community to recognize how contested integration was. Members of the community thus began 
to question the idea of integration when previously they had been willing to accept it as law; and 
these ideas eventually filtered down to the youth attending the high school. While many white 
students were not active segregationists, most did nothing to make their black counterparts feel 
welcome for fear that they too would become subject to attack. Those students who became 
vocal segregationists however, seemed to have taken their cues from the intense media focus 
surrounding their school. In fact, “very likely because of lessons learned from Little Rock, 
newspapers in Dallas, Atlanta, Memphis, and other cities were later to approach impending 
integration with little advance build-up, and subdued, moderate coverage of the actual events.”102 
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The violent reaction in Little Rock therefore seems to have been a direct result of the amount of 
attention the desegregation process received in the press. 
 
 The situation at Little Rock differed from the experiences in other Southern states dealing 
with desegregation due to Governor Faubus’s local, militarized response and his challenge to 
President Eisenhower and to the policies of the national government as a whole. Since the events 
were taking place in a major city and in front of the national and international press, many were 
certain that the outcome would influence race relations and the federal system for years to 
come.103 Both Southern and Northern states seemed to be aware of the potential the situation in 
Little Rock had in forming future policies regarding segregation. Southerners in particular, both 
fueled and repelled by the media attention, joined against the integration of Central High. Feeling 
misunderstood by the rest of the nation, many people in the South discarded any pretense of 
moderation on the issue of race and united with the segregationists, the only group in the area 
that seemed unashamed of their race and “southerness.”104 In fact, as the press coverage of the 
desegregation crisis increased at both a local and national level, the community in Little Rock 
seemed to overwhelmingly support Governor Faubus. National magazines such as Time and Life 
printed stories ridiculing Faubus and presenting Arkansas as a backward state. The one-sided 
position of these magazines annoyed the people, causing many, who most likely would not have 
otherwise, to side with Faubus.105 
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 A photograph (Figure 46) in the September 9, 1957 edition of the Gazette illustrates the 
extensive media coverage of the situation. The image shows a television crew from the National 
Broadcasting Company (NBC) interviewing students outside of the high school, which looms in 
the background as an impressive and imposing building. The constructed interview set, with 
wooden boards and string tied to posts supporting the tent-like structure, demonstrates how the 
local community may have seen the media as literally taking over their city. In addition, two 
cable wires snaking from the set cross in the center of the photograph, and in front of the school. 
The wires, most likely installed to transmit to an NBC television station, act as a symbol of the 
media invasion of Little Rock and hint at the way in which it “crosses paths” with Faubus and 
the local community. 
 The photograph reveals the tension created by the media’s presence in Little Rock, which 
seemed to result in both assaults on Northern and black reporters and an increase in 
segregationist activity in the city. The national and international media became unintentional 
participants in the escalating violence and opposition to integration at the school. Due to the 
media coverage, the local community and many Southerners rallied against the national 
government and integration. People who perhaps would not have normally reacted became 
violent, all of which was recorded for a national audience. Like a vicious cycle, the photographs 
of outright hatred and aggression printed in both local and national newspapers and seen on 
television throughout the world prompted segregationists to unite and use the images as 






 Unlike the responses from the local population, the reactions of the national community, 
while varied, overall supported the Little Rock Nine and integration at Central High School. 
Newspapers from all over the country featured editorials criticizing the actions of Governor 
Faubus and letters from individuals encouraging the black students in their attempt at integration. 
However, as Martin Berger argues regarding civil rights photography generally, the photographs 
reproduced in Northern white papers “hewed closely to a narrow visual and ideological range 
deemed acceptable by liberal whites. Photographs and news reports that reinforced black 
passivity, white control, ideological divisions among whites, and the supposed social and cultural 
distance between blacks and white crowded out images and articles that promoted competing 
narratives.”106  
The media’s absorption in these unfolding events is evident in that almost every day in 
September 1957, the New York Times featured at least one article related to the story. In his 
thesis on the media’s portrayal of the events in Little Rock, Hoyt Hughes Purvis states that the 
New York Times had a reputation for being “far more news-conscious than most newspapers and 
would be apt to devote more attention. The paper was one of the few that got beneath the surface 
at Little Rock and made an extensive effort to interpret the true scene.”107 Beside covering the 
crisis from different angles, including full transcripts of Governor Faubus’s statements to the 
press, the Times sent their education editor, Benjamin Fine, to Little Rock. His presence at the 
site of the controversy seemed to give the Times coverage even more legitimacy.  
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In addition, many newspapers completely devoted pages of photographs to the 
desegregation story.108 “News photographs were part of an expanding image-world,” with the 
image—“a ready means of communication but also a surrogate reality, a way of thinking about 
what is real”—defining the decade.109 Both national and local newspapers used an unusually 
large number of photographs to relay the story of the Little Rock Nine, promoting the idea of the 
desegregation crisis as newsworthy and important. A photograph published in the New York 
Times on September 10th (Figure 47) unintentionally shows the intense media interest in the 
crisis. It captures a confrontation between two of the Little Rock Nine and a crowd of white 
protestors, but perhaps most alarming about the scene is the sheer number of cameras present. 
While the viewer’s eye is drawn to the center of the image—where the jeering faces of two white 
teenage boys, one with a cigarette in his mouth, look down on two black students—it cannot help 
but also recognize that the image is framed by three cameras on the right and a film camera and 
microphone on the left. These physical indications of the importance placed on the scene by the 
press influence, consciously or not, the viewer’s understanding of the moment. Images such as 
this one thus captivated the American public and forced them to take a stance on the integration 
issue. 
 The public’s reaction to the events demonstrates the amount of attention focused on Little 
Rock and the degree to which the media’s interpretation affected the nation as a whole. Elizabeth 
Huckaby realized the extent of the media coverage when her brother in New York telephoned 
her with increasing concerns for her safety. In her memoir, Huckaby states that the photographs 
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in the New York newspapers caused her brother to believe her to be “in constant danger and the 
whole of civilization threatened.”110 While she recognized the severity of the situation, 
particularly in her case as a key figure at the school and a target of segregationists, Huckaby 
sensed that the media’s portrayal of the process heightened the impression of panic and violence 
in Little Rock, often resulting in actual violence against the African American community and 
those sympathetic to the issue of integration. Her brother’s concern for her reveals this effect on 
a national level and the media’s influence on the public. 
 The reaction of Huckaby’s brother illustrates the views held by the American public in 
the North. While the desegregation of Central High did not immediately bring about integration 
in Little Rock—with Governor Faubus closing all public schools the following year—it did 
cause the rest of the nation to become more aware of the pressing issues of race and civil rights. 
The extensive media coverage of the events in Little Rock made it almost impossible for the 
public not to be cognizant of the injustices being visited upon the nine black high school 
students, and the African American community in general. The most significant consequence of 
the crisis may have been the North’s awakening to the meaning of racism. Northerners who saw 
the images on television or in newspapers could see the unjustified persecution of the African 
American students, namely in the hatred in the faces of the white bystanders.111 With newspapers 
and television communicating the story of the Little Rock Nine to the nation, they forced the 
North to recognize the wrongs of discrimination while at the same time exacerbating the 
situation in Little Rock. 
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 While many newspapers across the country covered the desegregation of Central High, 
including the Washington Post and the Chicago Defender, this section will concentrate on those 
photographs published by the New York Times as a way to focus a larger understanding of the 
crisis. The Times’s extensive coverage of the events demonstrates its commitment to the 
unfolding story and its understanding of the importance of the outcome to a national audience. 
The two situations discussed earlier—Elizabeth Eckford’s first day of school and the beating of 
journalist Alex Wilson—will also be examined here as a way to create parallels and see how the 
different newspapers, local and national, covered the same events.  
On September 5, 1957, the day after Elizabeth Eckford faced an angry mob of white 
Southerners by herself, the New York Times published a photograph of her being told by an 
Arkansas National Guardsman that she would not be permitted to enter Central High School 
(Figure 48). This is the same image as one of the photographs of Eckford printed in the 
September 4th edition of the Arkansas Democrat. While Will Counts’s photographs for the 
Democrat were also used by the Arkansas State Press, the fact that the New York Times, a large 
national paper, used the images of a local newspaper photographer suggests that Counts was able 
to capture the significant moments in the desegregation crisis that others were not able to. The 
ability of his pictures to appeal to national, local, and black audiences indicates that different 
constituencies interpreted his images in various ways. The use of Counts’s photographs by the 
Times hints at the influence of the local perspective on the national level. 
 The photograph of Eckford in the Times differs from the one published in the Democrat 
in size and cropping. While the Democrat chose to crop Counts’s images so that the only figures 
visible are Eckford and the two National Guardsmen, the Times published a version that is closer 
to the original photograph. Thus, instead of focusing solely on Eckford’s interaction with the 
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soldiers, the Times photograph shows the result of Governor Faubus’s order to send in the 
National Guard. Although Faubus justified his deployment of the Guard by hinting at the rumors 
of violence and stating his desire to maintain peace and order, the actions of the Guard suggest 
that they were meant to keep the African American students from entering Central High School 
in order to prevent integration. The photograph reveals this hidden motive as it shows that while 
Eckford is turned away from the school by the Guardsmen, a white female student is permitted to 
walk through the barrier to enter the building. The Times photograph more truthfully relates the 
course of events than the Democrat photograph since it does not cut out the admittance of the 
white student. The caption that accompanied the photograph baldly stated this fact: “As a white 
student walks through the National Guard barrier at the left, 15-year-old Elizabeth Eckford is 
barred from entering Central High School.”112 
 Unlike the Democrat which published a series of small photographs that read almost like 
a moving image to suggest Eckford’s progress toward the school (see Figure 35), the New York 
Times published just the one image of Eckford. However, the size of the photograph, and its 
placement at the top of the front page, make up for the lack of additional images since it forces a 
confrontation between the viewer and the picture. The viewer cannot help but take note of this 
large photograph of Eckford and the National Guardsmen, especially as it appears just off center 
and directly below the masthead. The size of the image allows for the details in the photograph to 
be much clearer and thus more perceptible, drawing in the viewer. Additionally, the 
concentration of the figures within the image draws attention to the perceived tensions among the 
group.  
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Although other images of the desegregation at Central High do not appear in this edition, 
the image of Eckford was paired with a photograph of the desegregation of Harding High School 
in Charlotte, North Carolina (Figure 49). Both images feature a fifteen-year-old African 
American female student on her first day of school, but are otherwise completely different in 
tone. The tension in the image of Eckford is immediately palpable, whereas on first glance, the 
photograph of Dorothy Counts seems lighthearted, with smiling faces in the background and 
mischievous “bunny ears” appearing behind Counts’s head. It is only upon reading the 
accompanying article, with its headline “School Integration Begins in Charlotte With Near-
Rioting,” that the reader gets a sense of the deep divide around integration in the city. 
Additionally, Counts is shown surrounded by white men her age and younger, signaling the 
active participation of Charlotte youth in the protests.  
 The composition of the photograph of Eckford conveys her rejection by the National 
Guardsmen by visually separating her from a white female student. Since the girls look similar—
both with short hair, light-colored dresses, and books in their hands—the refusal to allow 
Eckford to enter the school solely based on her skin color becomes even more apparent. The 
height of the two soldiers in the foreground and the tall pole that one soldier rests his hand on act 
as both physical and psychological dividers between the two students. The pole’s position in the 
center of the photograph visually divides the composition, so that the difference between Eckford 
and the white student is unmistakable. The stark profiles of both the Guardsmen and the white 
student also contrast with the nearly full-frontal view of Eckford. While the expression on 
Eckford’s face is clearly visible, the white student seems to be expressionless. Thus, the white 
student becomes a figurehead for the white community while Eckford is individualized. This 
individualization is repeated in the caption, where the white student is unidentified even though 
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both Eckford’s name and age are given. If the caption to a photograph “by its average measure of 
reading, appears to duplicate the image, that is, to be included in its denotation,”113 then the 
emphasis placed on Eckford’s identity in the caption reveals a great deal about what the Times 
wants the viewer to get out of the photograph.  
 While the amount of media attention Eckford received as a result of her bravery on that 
first day catapulted her to fame, the incident left her with emotional scars due to the level of 
hatred directed at her by the white community in Little Rock. Years later, Daisy Bates described 
both Eckford’s trauma as a result of her encounter and the media’s role in shaping public 
opinion:  
Elizabeth had walked along through that screaming mob up to the bayonets of the 
National Guard troops, with people yelling that she should be lynched, just a little girl of 
fifteen. The TV and news pictures of Elizabeth walking bravely through that mob went 
around the world and made her into a national heroine. But she was terribly hurt by that 
experience. She stayed at my house for a few nights after that, and she woke up 
screaming in the middle of the night, just shaking with terror.114  
 
Bates’s comment relays the courage of Eckford—in addition to the other African American 
students, and their families and community—in continuing to seek integration despite the 
interference of Governor Faubus and the violence of the white mob. However, her remark about 
Eckford’s heroic status as a result of the media attention placed on her also illustrates the power 
of the media over its viewers. As Leigh Raiford suggests, photographers who witnessed social 
and physical assaults “created a new visual consciousness for the American public, and 
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established a visual language of ‘testifying’ about their individual and collective experience.”115 
While these images aided in a greater understanding of the civil rights era, they also often 
created false perceptions of individual events and people.  
 In addition to the photograph of Eckford, the Times also used images by Will Counts to 
illustrate the mob attack on Alex Wilson. Two photographs (Figures 50 and 51) published in the 
September 24th issue are the same as those used in both the Democrat and the State Press. 
However, unlike the State Press, which printed the exact same images as the Democrat, the 
Times chose to emphasize different aspects of the photographs by again using cropping and other 
techniques. Along with the images published in the two Arkansas papers, the Times published 
another photograph (Figure 52), also taken by Counts of the mob attack. The Times’s use of 
these additional three photographs by Counts to describe the incident indicates both the media’s 
emphasis on the photographic medium to accurately relate the crisis and the influence of this 
photographer and the local perspective in shaping national opinion. 
 Like the Times’s publication of Counts’s photographs of Eckford, the images of Wilson 
appear much larger than those printed in the Arkansas newspapers and, due to their size, 
captioning, and other factors, seek a different public reaction. They once again draw in the 
viewer—perhaps even more so than the photograph of Eckford—since they are taken at a close 
range and depict physical violence. The captions of the three images identify Wilson first by 
name, then by his position as a “Negro reporter.” These captions differ from those of the 
Democrat which describe Wilson as a “Negro newsman” and only identify him by name in one 
of the photographs. The Times’s insistent identification of Wilson by name suggests that the 
emphasis is on his personhood rather than just on his race. 
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 The three photographs of Wilson each assist the viewer in understanding the situation 
more clearly. Unlike the Democrat and the State Press, which cropped the image of Wilson 
being kicked in the face by a white man, the Times chose to show the photograph as it was 
originally captured. While the cropped image only cuts out a small portion of the left side, the 
photograph, as published in the Times, shows the front of a car. This minor detail helps place 
Wilson within a specific location. The viewer now understands that in addition to being 
surrounded by white spectators, Wilson was also blocked from escaping by the presence of the 
car. The Times also heightens the sense of drama by cropping the photograph of the white man 
on Wilson’s back. While both Arkansas newspapers published the image in a cropped form, the 
Times further crops the image so that only Wilson and the unidentified white man are visible. 
The placement of this photograph next to the one of Wilson being shoved around by members of 
the crowd also shows the progression and escalation of violence. This image of Wilson being 
pushed differs from the other in that it clearly reveals the faces of some of the white men in the 
mob. The viewer is thus unable to escape from the reality that seemingly respectable white men 
were responsible for the attack.  
 In all three photographs, Counts’s proximity to the attack places the viewer within the 
scene, almost as a silent spectator to the violence. The New York Times’s decision to include the 
photograph of Wilson being manhandled by the crowd effectively forces the viewer to reconsider 
her position as a spectator. Since the faces are clearly visible, the viewer recognizes that the 
attackers are all white men. This realization compels the viewer to evaluate her stand on the 
integration issue. The difference between Alex Wilson and those attacking him becomes 
simplified to a difference in race, with the viewer having to decide whether she is going to 
maintain a discriminatory point of view at the risk of injuring innocent people. 
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 The photographs published in the Times were only some of the many that documented 
both Elizabeth Eckford and Alex Wilson as courageous while confronted with an angry and 
violent mob. The newspaper images of the incident caused the American public to sympathize 
with Eckford and the other black students since the photographs brought the public face-to-face 
with the reality that up to that point they could pretend did not exist. Instead of allowing the 
larger society to ignore the stories of racial violence, the profuse amount of media images of the 
incident at Central High compelled individuals to take notice of the discrimination and hostility 
directed at innocent children. The use of children in aid of national civil rights cause was familiar 
to some audiences as it “tap[ed] into a discourse of sympathy long used by activists with reform 
agendas—from Abolitionists and Progressives and New Dealers to those opposing the Vietnam 
War” several years later.116 
According to Howard Chapnick, the long-time head of Black Star photo agency, 
“Humanity demands that we not turn our eyes away from that which discomforts society. 
Photography reinforces that humanity by forcing us to see images that we would not otherwise 
see. It reminds us that we are all of the family of man, and our fortunes are inextricably 
intertwined.”117 Chapnick’s comment on the power of photography in shaping the public 
conscience accurately describes the result of the media’s saturation of images of the 
desegregation story in Little Rock. While the media coverage of the situation did result in a 
backlash by segregationists, it also forced a change in national opinion by showing the public the 
consequences of discrimination and racial violence. 
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Lessons and Reunions 
Many of those involved in the desegregation later wrote memoirs that both describe their 
experiences and offer an analysis of the situation in Little Rock that suggest why things spiraled 
out of control.118 In his book on civil rights and politics, Harry Ashmore, the editor of the 
Arkansas Gazette at the time, discusses how the newspaper photograph and the television camera 
contributed to the crisis at Central High. For him, the cameras “sought out the naked face of 
hatred…The pushing and howling of a few hundred frenzied men and women were magnified in 
the consciousness of the world to the point where Little Rock became the symbol of brutal, dead-
end resistance to the minimum requirements of racial justice.”119 Ashmore’s statement suggests 
that the photographic medium has the ability to enhance the emotion of a moment, working to 
promote a certain viewpoint and to encourage its viewers to adopt a certain opinion. 
Like Ashmore, Elizabeth Jacoway, a historian of the modern South and the organizer of a 
conference on the desegregation attempt, recognized the capability of the photograph in 
communicating a certain perspective that can often be misleading and biased. In the 1990s, as the 
fortieth anniversary of the desegregation of Central High School approached, Jacoway and many 
others saw the opportunity to demonstrate to the world that Little Rock openly acknowledged the 
errors of its past.120 For many, the conference was to be a cleansing, a reexamination of the 
events that had placed the city in turmoil and forever linked it with racial prejudice.121 Jacoway 
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understood the national and perhaps worldwide misconceptions about Little Rock and realized 
that they would continue to exist so long as the nation and the inhabitants of the city did not 
openly confront them. In her book that came out of the anniversary conference, Jacoway clearly 
describes the stigmas still attached to Little Rock. She states: 
Not only was there widespread community embarrassment about the long-standing and 
continuing perception among outsiders of Little Rock as a degenerate and racist 
backwater, and not only were there the customary divisions and mistrust between black 
and white elements of the community—much of which stemmed from a distorted or 
incomplete understanding of 1957—there were also troubling divisions within the white 
community over the motivations and legitimacy of various white activities and attitudes 
during the period of the crisis, as well as divisions within the black community over the 
ultimate wisdom of desegregation and the lionization of the Little Rock Nine.122 
 
 Will Counts, the photographer for the Arkansas Democrat, went back to Central High 
School to document both the fortieth anniversary reception of the Little Rock Nine and the 
current student population. Counts was interested in the transformation of Little Rock and the 
people central to the desegregation process. His most famous photograph of the crisis depicting 
Hazel Bryan Massery, a white female student, taunting Elizabeth Eckford as she made her 
historic walk to the bus stop, became one of the photographs used to define the civil rights 
movement (see Figure 36). Massery’s contorted face epitomized the white mob’s unjustifiable 
hatred of the black students.  
 Upon Jacoway’s suggestion, Counts approached both Massery and Eckford about a 
possible reunion. Massery had long felt ashamed of her actions at Central High School and had 
telephoned Eckford in 1963 to apologize. The photographs (Figures 53 and 54) taken of the two 
in front of their old battleground, while not nearly as well-known as those of their first meeting, 
were distributed around the world by the Associated Press and served as an initial step toward 
reconciliation. Since then, the two women have appeared together at various functions promoting 
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racial healing. For Eckford, the reunion photographs do not mean that all of the racial issues in 
Little Rock have been solved; instead, they signal the attempt to put their unpleasant encounter in 
1957 behind them.123 Counts’s photographs of Eckford and Massery thus illustrate the progress 
of those involved in the crisis toward a resolution and encourage the community of Little Rock 
and the entire nation to do the same.   
 The photographs also allude to the union of both the women and the two races through 
the contrast in the image itself—the play of black and white. Eckford is dressed mainly in black 
and Massery in white. While their choice of clothing can be seen as accentuating their 
differences, the physical proximity of the two women and their obvious comfort with each other 
instead implies a bond between them, and thus, the two races. The photographs place Eckford 
and Massery within the context of the desegregation crisis by including the looming building of 
Central High School behind them. However, unlike the photographs taken in 1957 where the 
students and soldiers seem much smaller due to the imposing presence of the school, Counts’s 
photographs put Eckford and Massery in the foreground, emphasizing the relationship between 
the two women rather than the grandeur of the building. 
 While these photographs were successful in their goal of signaling reconciliation between 
Eckford and Massery, their staged nature creates a certain distance between the viewer and the 
scene. There is a sense that the unfolding story is rehearsed, with a set outcome or interpretation 
in mind. A longer glance at these images, especially when compared with the original 1957 
photographs, raises more doubts as to the legitimacy of the relationship between the two 
women.124 In his analysis of performance theory, Richard Schechner states that, “the theater is 
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designed to entertain and sometimes to effect changes in perception, viewpoint, attitude: in other 
words, to make spectators react to the world of social drama in new ways.”125 These later images 
of Eckford and Massery suggest a bit of theater—two women posing for photographs they know 
will be distributed to play a role in a much larger story about the current state of race relations in 
the United States. Their compliance with this small subterfuge however, does not necessarily 
take away from the meaning and intent of the images. Instead, it suggests an understanding and 
acceptance of the importance that their image has on the perception of the crisis to the wider 
national and international public.  
 Although the nation watched the desegregation crisis play out in the media, the lessons 
that should have been learned from Little Rock were not immediately recognized. Governor 
Faubus closed all of the public schools in the town for the 1958–59 school year. As a result, only 
wealthy white students could afford to attend one of several private institutions made available. 
Due to their traumatic experience at Central High School, most of the Little Rock Nine finished 
their schooling in the North and West—all but Elizabeth Eckford moving permanently away 
from Little Rock. The aftermath of the desegregation crisis was not given nearly the same 
attention devoted to the crisis itself, with the public’s attention waning as the violence 
diminished. As Hoyt Hughes Purvis suggests: 
Too often, as was the case with Little Rock, the attention of the world is attracted to the 
brief outburst of violence and defiance, and when the turbulence ends so does the story. 
But for Little Rock and its citizens the story did not end when the visiting reporters went 
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away. And rare were the reporters who returned to provide their readers with postscripts 
about the progress of integration in Little Rock.126 
 
 Due to the widespread coverage, the photographs of Central High School, while a 
damaging reminder of the turmoil the nation faced, can serve as a teaching tool for our current 
world if properly handled. Although the photographs published in the New York Times, the 
Arkansas Democrat, and the Arkansas Gazette have been used to demonstrate the violence and 
turbulence of the 1950s and 1960s civil rights movement, they are often presented without the 
political and societal context that led up to the deployment of both the Arkansas National Guard 
by Governor Faubus and the 101st Airborne “Screaming Eagle” Division of the 327th Infantry 
Regiment by President Eisenhower. The photographs can thus be misleading unless 
appropriately placed within a historical framework. 
 In the case of Central High School, the newspaper photographs and television cameras 
that brought the desegregation crisis into the homes of many Americans specifically captured 
expressions of hate and intolerance in the faces of the white spectators. The extent to which the 
cameras displayed these expressions exacerbated the situation and only emphasized the crisis as 
the embodiment of racial intolerance. The photographs, when taken out of context, do not justly 
serve as a voice for those pictured. Instead, they work as a reinforcement of the stereotypes 
present in Little Rock at the time. As some of the only lasting fragments of the crisis besides 
memory, the photographs present a one-sided view of the situation that is often detrimental to the 
understanding of the desegregation process and the civil rights movement as a whole to those 
who did not experience them firsthand. To some extent, the communities in Little Rock and the 
nation have continued to be divided due to the photographic reminders of their own unconcealed 
hatred toward each other. 
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 On the other hand, while the photographs of the desegregation process have prolonged 
the negative perspective of the nation’s racial bias, they needed to be taken and published. The 
photographs offer a chance to better understand the past in order to work toward reconciliation. 
Without media attention, the crisis may have gone unknown by the majority of the nation. The 
interest sparked by the photographs taken by Will Counts and other photographers not only 
forced the federal government to intervene on behalf of the Little Rock Nine—an act 
unprecedented in modern history—but it also made the whole nation reconsider its racial 
prejudice. The photographs of Elizabeth Eckford and the other African American students 
questioned the nation’s understanding of race since it was innocent children, and not adults, who 
faced the anger of the white mob. Because of these photographs, the nation seemed to rally in 
support of the nine students who had been thrust into the public eye. Instead of focusing solely 
on the color of the students’ skin, some members of the public appeared to make a connection 
between the nine black students and their own children. Perhaps unwittingly, newspaper images 
emphasized this parallel. In many of the photographs, it becomes difficult to tell the race of the 
people depicted since the newspaper printing process was not sophisticated enough to capture 
such details.  
Internationally, the reputation of the United States had fallen, with various governments 
and media criticizing the country for its racial injustices despite its stance as a democratic 
government. Media coverage of the desegregation process served as the catalyst for change on a 
national and international level. This intense focus on the events of the civil rights movement 
continued for more than a decade, with both local and national newspapers, radio programs, and 
television shows covering the movement regularly. Over the years, African American 
organizations becoming savvier in their understanding of the mechanisms of the press, hiring 
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their own photographers to document events and establishing their own press departments to 
distribute the photographs and news items. In the 1960s and 70s—the most active years of the 
civil rights and Black Power movements—a significant number of black men and women 
became photographers, setting a new standard in documenting the freedom struggle by focusing 
on their own communities.127 While the media attention on education for African Americans 
never again reached the same level it did in Little Rock, civil rights organizations continued to 
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CHAPTER TWO: Freedom Summer 
 
 
Ten years after Brown v. Board of Education and only a couple years after major 
challenges to the “separate but equal” policy in public schools, civil rights organizations 
launched a large-scale, multi-tiered project in Mississippi. Unlike the mostly spur-of-the-moment 
planning and administration of the desegregation of Central High School by Daisy Bates and 
other activists in Little Rock, Freedom Summer, as it came to be called, was a coordinated effort 
to make a considerable impact in the progress for African American civil rights. In late 1963, 
Charlie Cobb, a two-year veteran of the Student Nonviolent Coordinating Committee (SNCC), 
proposed a summer program to address the lack of quality education for black high school 
students in Mississippi. A Howard University student until he joined SNCC, Cobb recognized 
that the state’s public education system was “grossly inadequate” compared to others around the 
country. He believed that students needed not only remedial courses in basic subjects such as 
math and grammar, but also cultural programs in the arts and curriculum in history and political 
science. For Cobb, “Mississippi’s impoverished educational system is also burdened with 
virtually a complete absence of academic freedom, and students forced to live in an environment 
that is geared to squash intellectual curiosity, and different thinking.”128 His summer program 
sought to supplement what students were not learning in public schools while at the same time 
fostering an intellectual and cultural curiosity that would remain with them long after the end of 
the program.  
                                                      
128 Memorandum from Charles Cobb to the Mississippi COFO Staff, COFO Summer Program 
Committee, February 20, 1964, 1. The Papers of the Congress of Racial Equality, 1941–1967 (microfilm 
edition), Amistad Research Center.  
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The larger, and less overt, goal of the summer schools was to spark leadership skills in 
the students, who would then hopefully go on to become participants in the civil rights 
movement. As the younger branch of civil rights organizations, SNCC understood the power of 
youth participation and grassroots activists. By instilling necessary academic abilities, 
understanding of African American history, and the potential for leadership in black Mississippi 
youth, SNCC hoped to generate a group of activists that would be self-supplying over the years. 
The idea was that students in the Freedom Schools would return to their regular schools and 
teach others what they had learned, and then those others would go on to teach even more 
students.129 This link between education and activism is clear in SNCC’s understanding of the 
goals and benefits of the Freedom Schools, as is the organization’s commitment to developing 
local black leadership.  
The Freedom Schools were just one part of a larger statewide program called the 
Mississippi Summer Project. The other components of the project included community centers, a 
voter registration campaign, and research projects to document racial injustice. Ostensibly 
sponsored by the Council of Federated Organizations (COFO), an umbrella organization that 
existed only in Mississippi and consisted of SNCC, the Congress of Racial Equality (CORE), the 
Southern Christian Leadership Conference (SCLC), and the National Association for the 
Advancement of Colored People (NAACP), Freedom Summer, was, in reality, SNCC’s program. 
The group supplied most of the budget, personnel, and resources; and the project’s director, Bob 
Moses, was a SNCC field secretary. In 1963, Moses proposed a massive voter registration drive 
that would recruit intelligent college students and others to work in Mississippi during the 
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following summer. The schools and community centers grew out of Moses’s original proposal as 
natural extensions of a program focused on education and enfranchisement. The overall objective 
of the summer was to bring a sense of political awareness, and power, to the black communities, 
while at the same time calling national attention to the extreme conditions black Mississippians 
faced.  
Julius Lester, a photographer for SNCC, claimed that “one of the reasons the Summer 
Project came into being was an attempt to break the media black-out on Mississippi.”130 The 
organization recognized early on the power of the image in swaying public opinion, and knew 
that the nation needed to see how things existed in Mississippi in order to believe. SNCC also 
understood that photographs helped establish the organization’s own presence and disseminate 
its philosophy. Images of figures such as Martin Luther King Jr. tended to dominate news 
coverage at the time, often providing the general public with only a single definition of the civil 
rights movement and leaving other activist organizations without the benefit of the media 
spotlight. To counter how the news presented the civil rights struggle, SNCC developed its own 
photographic branch, the SNCC Photo Agency, and provided its own documentation and 
journalism. As Leigh Raiford has observed, “for a grassroots organization like SNCC, 
photography proved especially important as a means to position the group within the growing 
civil rights terrain of the early 1960s” and it allowed SNCC “to remain visible and in control of 
its public image within a rapidly expanding corporate controlled televisual climate.”131 The 
group’s communications department was responsible for distributing press releases to the various 
media outlets, including, whenever possible, photographs taken by members of the Photo 
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Agency. The Photo Agency eventually grew into a fully functioning department with about a 
dozen trained photographers on staff at various times and a darkroom in Atlanta. 
In a memorandum to communications staff during Freedom Summer, the SNCC Photo 
Agency asked that staff or “someone working as a summer volunteer in your area” take “general 
snapshots that can be used through the summer” including “mass meetings, Freedom School 
classes, community centers, people registering and project people canvassing, local community 
leaders, and other general pictures showing the work of the project.” For SNCC to encourage its 
volunteers to take photographs within each of their communities meant that the organization 
recognized the need to document the summer as a whole, revealing not only the breadth of the 
project but also the personal viewpoints of its participants. The Agency wanted “material that 
will be descriptive of the project,”132 or, in other words, photographs that showed action, whether 
it be learning or canvassing, taking place; and it understood that trained photographers were not 
always necessary to tell a story. The focus on the “general” rather than the specific is telling of 
SNCC’s resolve to call attention to the local communities and everyday volunteers instead of a 
select few of the organization’s leaders. SNCC deliberately decided to promote group-centered 
images as a means of countering the media saturation of “Da Lawd,” as King was often 
disparagingly called by SNCC workers, and encouraging the participation of the younger 
generation.  
The same memorandum however, also urges communications staff members to contact 
the Greenwood office, which was the summer headquarters of SNCC in Mississippi, if they had 
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photographs of “immediate news value, such as arrests, beatings, etc.”133 The implication that 
such violence both was possible and had news value underscored the reality of the situation in 
Mississippi for both local African Americans and white volunteers. In her memoir, Mary King, 
second in command of the Communications Department, wrote, “Our job, in mobilizing the 
press, was to make local law officers feel that they were under scrutiny, thereby providing a 
measure of safety for civil rights workers.”134 While photographs did not prevent the murders of 
James Chaney, a local African American activist; Michael Schwerner, a white CORE worker; 
and Andrew Goodman, a white volunteer, at the start of the summer, they did bring national 
attention to the deaths, and by extension, to segregated Mississippi, and quite possibly prevented 
more violence from occurring. For many, including Rita Schwerner, wife of Michael Schwerner, 
the media spotlight was because two of the men murdered were white Northerners, and not 
because the nation was appalled at the state of race relations in the South.135  
Therefore, the objective of SNCC’s Communication Department was to bring the civil 
rights movement to the forefront of public attention. This included documenting and reporting all 
manner of activities, both violent and not. In a memorandum prior to the start of Freedom 
Summer, Julian Bond, SNCC’s Communications Director from 1961 to 1966, listed his 
department’s goals for the summer. Among the “more difficult” was “encouraging television and 
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radio sources to film and tape documentaries of the un-spectacular daily work there.”136 Bond 
recognized that the media paid less attention to stories that lacked dramatic content. The 
mainstream press may have been largely sympathetic to the civil rights cause, but the public lost 
interest unless they had stories that “would dramatize the issues at stake and make good print or 
electronic copy.”137 The photographs of Freedom Summer figure largely in the realm of the “un-
spectacular,” but they provide a broad and accurate look at the real work that was being done 
behind the media veil of police confrontations and protest marches.  
These photographs therefore form a different kind of archive, one that counters what 
Nicholas Mirzoeff termed the “hooded archive” of lynching photographs.138 Unlike those 
images, which were meant to degrade and terrify African Americans at the same time that they 
perversely intrigued and amused whites,139 photographs of black Mississippians essentially 
taking charge of their own destiny gave African Americans at the time some of their first 
affirmative visions of themselves. For many, even the act of being photographed confirmed to 
them that their lives were worth something, worth documenting. Thus, while the photographs 
themselves more often than not capture the “un-spectacular,” they are essential in that they create 
a counter-archive, one that celebrates the courage and accomplishments of a people long denied 
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access to positive images of themselves. In his novel Invisible Man from a decade earlier, Ralph 
Ellison eloquently summarized the black experience—“I am invisible, understand, because 
people refuse to see me.”140 Images of Freedom Summer, and SNCC’s attempt to bring them into 
the forefront, challenged the invisible status of African Americans in society.  
 
By the end of the summer, the Freedom Schools had surpassed all expectations. 
Volunteer teachers taught the curriculum, which originally had been planned for high school 
sophomores and juniors, to students ranging from elementary school to adult. Over 2,000 
students participated—twice the amount projected—with over forty schools across twenty 
communities, both urban and rural, in the state. More volunteers had to be recruited halfway 
through the summer to teach in the schools and staff the community centers. The program as a 
whole was deemed a success, in spite of the lack of progress in the political arena141 and 
reservations from some civil rights veterans. Hundreds of volunteers decided to stay in 
Mississippi after the summer, swelling the number of SNCC workers, and resulting in several 
Freedom Schools and community centers operating during the academic year.  
The project was not without its faults, however. A major bone of contention was the 
participation of almost one thousand white volunteers, mostly from the North and West. For an 
organization whose workers came primarily from local black communities, the “infiltration” of 
                                                      
140 Prologue (New York: Random House, 1952). 
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credited with spurring the passage of the Voting Rights Act the following year.  
 
 85
white volunteers who had never been to the South often caused tension, particularly amongst 
those in leadership positions. SNCC had debated bringing in the volunteers during the early 
stages of planning. The majority within the group recognized, however, that they needed white 
volunteers in order to capture the attention of the media and to focus the spotlight on 
Mississippi.142 It was a sad truth, they acknowledged, that the nation would only respond when 
white bodies were placed in harm’s way.143  
In a paper published as a reference source for SNCC’s field workers in October 1963, a 
table showed that in 1960, “all Negroes aged 25 and over had completed an average of only six 
years of school. This is five years less than the average for whites.”144 The lack of education for 
Mississippi blacks was the result of several issues, including the fact that families needed every 
hand they had in order to “chop” (weed) and pick cotton. Children therefore spent several weeks 
of every school year in the fields rather than the classrooms. The quality of education when they 
were in school was lacking, as more often than not, teachers did not have the necessary education 
or resources. Several volunteers recalled how many of the black public school teachers they met 
were actually illiterate, one even relying on picture books to teach. In addition, white 
administrators controlled the content taught to African American students, preventing them from 
studying or discussing subjects relating to their cultural history or experience. The educational 
system thus essentially disenfranchised African Americans by disregarding the importance of 
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their personal experiences and broader history and preventing them from forming an 
“emancipated vision” of themselves as significant contributors to the world.145  
With the state of education for African American children as it was in Mississippi, the 
Freedom Schools were an ambitious undertaking, especially considering the lack of experience 
on the part of both students and teachers—most of whom were college students who had never 
been on the other side of the classroom before. Prior to the summer, a weekend-long curriculum 
conference was organized to lay out the basic guidelines for each subject to be taught. Educators 
from a broad range of fields, as well as other “people who ‘know and care’ about the educational 
side of the Mississippi Freedom Summer project,”146 attended the conference, producing 
curriculum for subjects ranging from “Negro History” to “Leadership Development and Current 
Issues.” The resulting teaching manual was purposely broad, as it attempted to be 
accommodating for the range of experiences and knowledge and allowed for teachers to 
experiment and utilize a variety of techniques.  
 Using the curriculum as a guide, Freedom School teachers were asked to conduct their 
classes in a manner completely different from how schools had been traditionally run. Instead of 
lectures, discussion by the entire group was encouraged and expected. One guide distributed by 
COFO to teachers noted: 
In the matter of classroom procedure, questioning is the vital tool. It is 
meaningless to flood the student with information he cannot understand; 
questioning is the path to enlightenment. It requires a great deal of skill and tact to 
pose the question that will stimulate but not offend, lead to unself-consciousness 
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[sic] and the desire to express…The value of the Freedom Schools will derive 
mainly from what the teachers are able to elicit from the students in terms of 
comprehension and expression of their experiences.147 
 
Employing questioning as a method to encourage both participation and self-discovery forced 
teachers and students alike to move away from the conventional school model. Classes were 
often conducted using case studies that were related to the experiences and lives of the students 
and by “practicing more creative methods which will stimulate latent talents and interests that 
have been submerged too long.”148  
 Although the curriculum’s teaching methods broke with the most accepted practices, they 
were not without strong precedent. John Dewey believed that education and learning were social 
processes, therefore making the school an institution where social reform can and should take 
place.149 Furthermore, he argued that students should take an active part in their own learning, 
advocating for a more hands-on approach. The organizers of the Freedom Schools expanded on 
many of Dewey’s theories, adapting their curriculum to the climate of the time and the social 
reality of their students. The photographs of Freedom Summer therefore depict the experimental 
and experiential nature of the project, capturing how innovative pedagogic theories were 
combined with a direct approach to challenge the educational and societal status quo for African 
Americans in Mississippi. Through their documentation, photographers, both professional and 
amateur, relayed the underlying philosophies behind the summer programming, revealing the 
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depth of thought that went into the curriculum for the Freedom Schools and the planning of 
community centers.  
 
Literacy 
Within the wider educational goals of civil rights activists, literacy was one of the main 
objectives since the majority of African Americans and poor whites in the South could not pass 
the literacy test that came with voter registration forms.150 Many of the photographs from the 
summer therefore focus on students reading or writing, always concentrating on the paper in 
front of them rather than the camera. In keeping with a group-centered philosophy, photographs 
almost always show two or more people, rather than the individual learner. However, unlike 
earlier photographs for the AMA, pictures of students learning as part of Freedom Summer are 
largely of the moment rather than posed, and often outside the boundaries of the classroom. The 
seeming spontaneity of these photographs is comparable to the flexibility of the Freedom 
Schools themselves in that students are given the liberty to explore largely on their own, reaching 
their own conclusions without the strictures of either photographer or traditional academic 
structure.  
A photograph of an adult literacy class in Ruleville, MS, (Figure 55) highlights the 
extent to which Freedom Summer was a flexible, grassroots program. Freedom Summer planners 
were clear from the beginning that they would not be able to anticipate every issue that might 
arise, especially considering the unstable nature of Mississippi’s racial situation and the fact that 
the project was a completely new endeavor, for both organizers and participants. Volunteers 
were therefore told to be adaptable to the needs of the areas they served, with many school and 
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community center workers building their programs based on common interest. The eagerness 
with which many of the communities responded was a welcome surprise, but one that required a 
lot of logistical maneuvering as new buildings had to be secured for use, supplies gathered, and 
volunteers relocated.  
The image of the Ruleville adult literacy class therefore reflects the seeming ease with 
which participants adjusted to these restrictions in multiple ways. Fourteen adults sit in a circle 
of chairs outside under the shade of a tree. The caption identifies one woman on the right of the 
frame as Lynn, a law student volunteering as a literacy teacher. All of the others direct their gaze 
to her. She is also the only white person in the scene, and appears younger than most of her 
students. Two children are also included in the group, emphasizing the fact that the class did not 
conform to a rigorous standard of rules. Noticeably absent however, are the basic instruments of 
classroom teaching—chalkboard, books, and desks. Due to the constant budget constraints faced 
by civil rights organizations, both the Freedom Schools and the community centers were 
supplied mostly through donations, both from outside supporters and from the volunteers 
themselves.151 Teachers were therefore expected to make do with the supplies available, 
requiring them to be inventive with the materials on hand. The informal nature of the class 
setting—chairs set in a circle—reinforces the open nature of the project as it places students and 
teachers on an equal plane where everyone can see and be seen (and, be heard) by the others in 
the group. This approach was especially important for the adult classes since teachers showed 
their older students a level of respect they did not receive from their normal interactions with the 
white community.  
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Buildings donated for use during Freedom Summer were often dilapidated structures 
without the benefit of fans or adequate airflow. Classes scheduled in the afternoons therefore 
usually met outside to escape the heat inside. The time of day pictured in the photograph can be 
deduced by the brightness of the sun, made obvious in the high contrast of light and shade and by 
the sunglasses worn by the teacher. For adults to be able to meet in the middle of the afternoon 
suggests that they were not working, which could be because they either were in the lull between 
chopping and picking cotton or were unemployed. Many adults who participated in the schools 
and community centers, or who attempted to register to vote, were threatened by whites, often 
with losing their job or home.152 The photograph therefore serves to reveal not only the great 
degree of interest in literacy classes, but also the strength of commitment and statement of 
support that adults made simply by attending.  
 In sharp contrast to the view held by many across the nation that African Americans were 
apathetic to their social condition,153 this image shows that they were actively involved and 
participated in the movement on multiple levels. Not only did they risk their lives and livelihoods 
by attending classes, but they did so in order to be able to register to vote. The poor public 
education system was just one method employed by the white majority to keep African 
Americans without power. Joining the literacy classes was the first step for black Mississippians 
to take their political situation into their own hands. The seeming idleness suggested by the act of 
sitting therefore belies the actual potential of SNCC’s method of direct action.  
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In Harvey Young’s investigations of the daguerreotypes of enslaved men and women in 
the mid-nineteenth century, he characterizes the feat of stillness by the photographic subjects as 
essentially subversive.154 The enslaved—Alfred, Fassena, Jack, Jem, and Renty—consciously 
enacted motionlessness, their calm gaze back at the viewer challenging rather than submissive 
(Figures 56 and 57).  Their performance in front of the camera becomes “atemporal”—“it 
collapses the past with the present with the promise of extending into the future.”155 For Young, 
stillness is in itself a source of agency, one that places power back with the subject. Likewise, the 
adults in the literacy class, as well as other students throughout the Freedom Schools and 
community centers, claim agency through their performance of sitting and learning.  
Adult literacy classes were given at the community center, and not through the Freedom 
Schools, as the schools had originally been conceived of for high school students only. This class 
in Ruleville, although held outdoors, would have met close to the actual building designated as 
the community center, suggesting that there were other people, like the children pictured, in the 
vicinity for different programs. The ease with which people could move into and out of the 
“classroom” setting underscores the fluidity of the program, and suggests that learning does not 
necessarily occur only in a single, concentrated environment. In spite of the likely distractions 
nearby however, all of the adults have their attention focused on the teacher. Even the young girl 
standing between two women does not divert their concentration away. In fact, the adults’ 
engagement with the class likely serves as a positive influence for the younger generations. The 
presence of both adults and children, and in particular the toddler being held by one woman, in 
this photograph emphasizes the wide impact of Freedom Summer. Although adults are the ones 
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learning, the implication is clear that these classes benefit everyone by empowering one 
generation.   
 
The Freedom Schools and community centers often worked in conjunction with one 
another, many times sharing space and overlapping programs. Unlike the schools, the 
community centers had been visualized from the start as permanent institutions that “not only 
serve basic needs of Negro communities now virtually ignored by the social services provided by 
the State, but they will form a dynamic focus for developing community organization.”156 
Programs planned for the centers included lending libraries, day care, literacy and basic 
education, citizenship classes, information on federal programs, and vocational training. The 
centers catered to the whole community, accepting anyone who wanted to gain knowledge and 
better their social situation.  
Michael and Rita Schwerner had moved to Mississippi about a year before the start of the 
summer to establish a community center in Meridian. After her husband was murdered, Rita 
Schwerner remained in Mississippi to continue her work running the center. In a photograph by 
Ronnie Moore (Figure 58), she sits on a long bench inside the community center reading a book 
while seven children, six boys and one girl of various ages, crowd around her, all with their eyes 
on the book. Along the walls behind the group are bookcases, with shelves organized according 
to sections such as “history,” reference,” and “children.” The emphasis on libraries for the black 
communities, and in particular, the children, ties in to the political goals of the civil rights 
organizations since again, literacy was at the time a requirement on the voter registration 
applications. In addition, these lending libraries were the only ones accessible to black 
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communities in the state. They served as a crucial link in gaining community trust and respect, as 
patrons were entrusted with borrowing books and taking care of them, a responsibility not 
afforded them by the regular public libraries.  
Ronnie Moore became a field secretary for CORE in 1961, working mostly on 
establishing voter registration drives throughout the South. By Freedom Summer, he had spent 
three years working full-time as a civil rights activist, suggesting he understood and agreed with 
the goals of the project. He took many photographs of his experience that summer, including of 
Rita Schwerner, which he preserved in an album. The album, with its slightly sticky pages and 
plastic sheets, served as a memento of that period in Moore’s life. Its presence allowed Moore, 
and any other viewer, a revisitation, and therefore re-living, of these past experiences. Peter 
Larsen suggests that: 
As is the case with all ‘realist’ images, the content of a photograph is imaginary; what is 
shown in the picture is not ‘reality’ itself, not really ‘there.’ Nevertheless the photograph 
is an image of reality: the referent of this particular pictorial object is not imaginary (what 
is shown is not imaginary ‘reality’ dreamt by some artist). This ‘realism’, this ‘factuality’ 
is a quality found in many pictures, but a photo is more than that, it is a special way of 
preserving something which actually was ‘there’. A photo is not only an image, not only 
an icon…It is an ‘impression’, an ‘imprint’ of something real: visual aspects of the actual 
past have been saved by means of various physical and chemical processes. The past is in 
a way still present.157 
 
Moore, in photographing the various activities of Freedom Summer and saving the images in an 
album, exposed himself to the continual act of remembering. 
His photograph of Rita Schwerner and children at the community center also served a 
practical purpose. As Julian Bond stated, SNCC saw photography as functional, catering to the 
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needs of the organization for propaganda and press releases as a way to control the message.158 
While Moore worked for CORE, and not SNCC, the motives behind his photography are the 
same. His image captures a moment of active engagement between white and black participants 
at the same time that it highlights COFO’s success in terms of building lending libraries for use 
by the entire community. The prominence of the bookshelves in the background cannot be 
ignored, as the rhythm of the horizontality of the shelves grounds the image and suggests never-
ending lines of books.  
Moore’s awareness of the importance of education and leadership development, seen in 
his appointment the following year as executive director of the Scholarship, Education, and 
Defense Fund for Racial Equality (SEDFRE), a leadership training organization that worked 
with civil rights organizations, is apparent in his photograph of Rita Schwerner and children. The 
difference in the apparent ages of the children and their location in the library suggest that the 
group was not a traditional class, but perhaps an informal gathering. Furthermore, the casual set-
up—the lack of seating and the way in which one boy seems to have dragged a chair over to 
listen in—hints at the possibility that Schwerner acted spontaneously when given the chance to 
read to the children. Her decision to do so fits in with a philosophy of providing educational 
opportunities when they arose, utilizing the available materials to engage students.  
Schwerner’s presence in the image, and as the focal point around which the children 
gather, furthers the goals of the summer by reminding the viewer of the importance of civil rights 
work. In its initial report on the three deaths, the New York Times wrote that James Chaney, 
Andrew Goodman, and Michael Schwerner were in Mississippi to participate “in the campaign 
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of political action, education and cultural activities among Negroes.”159 Subsequent news articles 
mention Rita Schwerner’s decision to continue working in Mississippi and her acceptance of a 
position as a CORE field worker later in the summer. She in many ways came to be hailed as a 
heroic figure, in both the media and by other civil rights workers, for her commitment to the 
cause in the wake of her husband’s murder. The relaxed manner in which the children crowd 
around her in Moore’s photograph, and the ease with which they seem to interact, cement 
Schwerner’s status as a member of the community. She therefore becomes symbolic of the 
endurance of Freedom Summer’s campaign in the face of tragedy.  
The link between voter registration, leadership development, and education that was 
clearly established in both Charlie Cobb’s proposal for the Freedom Schools and the overall 
planning of the summer is also evident in Moore’s photograph. While voter registration efforts 
were focused on older African Americans for obvious reasons, the youth played an important 
part in the campaign as a building block. The Freedom School curriculum included a section on 
citizenship, which asked students to consider what they did and did not want from “the majority 
of culture.” In order to answer the question, “it is necessary for the student to confront the 
question of who he is, and what his world is like, and how he fits into it or is alienated from 
it.”160 Students came to recognize “that they themselves could take action against the injustices—
the specific injustices and the condition of injustice—which kept them unhappy and 
impotent.”161 This realization came in the form of the importance of voting rights and African 
American leadership as impetuses for change. The children in Moore’s photograph take the first 
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step towards that realization by participating in Freedom Summer and showing an interest in 
education through literacy.  
 
SNCC encouraged the association between literacy and activism by utilizing its own 
photographs as marketing tools. Several posters distributed by the organization hang on the walls 
of the Batesville library, located in a church (Figure 59). They include a close-up image of a 
dirty child with the words “For Food…For Freedom” on the side and a photograph of a police 
officer with the question, “Is he protecting you?.”  The latter poster would have had particular 
resonance with the patrons who frequented the library since the officer was with the Mississippi 
Highway Patrol, and the incidence captured was from just two years prior, when James Meredith 
became the first African American student at the University of Mississippi. The strategic 
placements of the posters above and next to the door ensured that people would see them as they 
exited, making the images the last things patrons saw and perhaps, points of contemplation as 
they walked home.  
Given that in many communities, SNCC had to struggle to find available buildings to 
house the schools and community centers, it is perhaps not surprising that the library in 
Batesville shared space with the volunteer headquarters, as the caption to the photograph of the 
library indicates. The library’s location, whether intended or not, also served a strategic purpose, 
as it ensured that patrons would come in regular contact with volunteers and activists. The 
composition of the photograph is neatly divided into two vertical halves—the right documenting 
the library’s bookshelves and two teenagers perusing them and the left showing the desks, 
paperwork, and files that proclaim the space a working area. With only a couple of feet 
separating the two, it becomes easy to see how volunteers could influence those visiting the 
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library. Much like the posters on the wall, the presence of the papers and other materials serve as 
a constant reminder of SNCC’s activities and the goals of the summer.  
John Maurer, the photographer, was a Presbyterian minister who worked in Panola 
County during the summer and captured many of the different aspects of the project, including 
an adult literacy class (see Figure 55). He was not a trained photographer, yet his works 
encapsulate many symbolic and expressive elements of Freedom Summer’s platform. The open 
doorway at the far end of the building, a necessity during the hot Mississippi days, produces a 
bright white glare that calls the viewer, especially since it contrasts sharply with the otherwise 
crowded space. One gets the feeling that patrons of the library, or people looking for information 
about SNCC’s programs, would exit the room into a world of possibilities. The sunlight also 
casts a soft glow around the children by the door, seemingly bathing them in the possibilities of 
freedom through knowledge. Sandra Adickes, a Freedom School teacher in Hattiesburg, 
describes the experience for children of attending the schools as “coming out of the darkness.”162 
The library’s location in a church furthers this association between light and freedom.  
  
 By 1964, the year of Freedom Summer, SNCC had become known as the radical branch 
of the civil rights movement, one that applied “direct action” through events such as voter 
registration campaigns and sit-ins as methods to bring about change. Paulo Freire, a Brazilian 
educator who introduced his pedagogic theories in his home country in the 1950s and 1960s, 
recognized the need for radicals to challenge oppressive governments. For Freire, a radical “does 
not consider himself or herself the proprietor of history or of all people, or the liberator of the 
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oppressed; but he or she does commit himself or herself, within history, to fight at their side.”163 
SNCC’s identity as a grassroots organization dedicated to local communities fits in well with 
Freire’s definition.164 Prior to the influx of white volunteers for Freedom Summer, most of 
SNCC’s workers were African Americans, many from the South. Hundreds of volunteers also 
committed themselves to staying in Mississippi at the end of the summer, forgoing their return to 
college in order to continue the work side-by-side with black Mississippians. Furthermore, 
Freire’s educational work with Brazilian peasants has interesting parallels to the goals of 
Freedom Summer and serves as an instructive paradigm from which to analyze the Freedom 
Schools.  
Many of the dispatches from Time magazine reporters in 1964 focused on education, both 
national and international. The reporters covered topics ranging from profiles of American 
teachers to French education standards in Africa to college graduation rates in South Korea. In 
many of the dispatches, especially those focused on Africa and South America, reporters 
commented on the measures being taken to bring quality, standardized education into the 
classrooms in communities that previously suffered from a lack of opportunities. None of these 
reports interestingly however, found a parallel between what they observed in these countries to 
what was occurring throughout the South. In fact, only one dispatch in 1964 from the Time 
archives mentions education for African Americans, and that was for a literacy program in 
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Camden, South Carolina, open to all adults.165 This absence is telling of both what was deemed 
newsworthy by the media and the apparent blackout of information to the public about the real 
issues behind the marches and protests led by civil rights activists.  
 One Time dispatch describes efforts to combat illiteracy in Brazil, beginning with 
government educational mandates put in place prior to the 1964 military coup. The reporter 
explains how poor Brazilian families could not afford to take care of members who did not 
contribute financially, thereby resulting in children being pulled from their schools to work after 
only an average of less than two years of education.166 The circumstances of these children are 
comparable to those of African Americans in the South, where many had to chop and pick cotton 
for several weeks during the school year. SNCC numbers showed that African Americans went 
to school for an average of six years,167 contributing to the cycle of illiteracy and poverty in the 
South. In the Time dispatch, the reporter enthusiastically depicts the promise of educational 
reform in Brazil, attributing much of the success to a literacy program that was backed by the 
government under President João Goulart upon the success of the work of Freire. 
 While the article does not mention Freire, since he had been imprisoned as a traitor 
following the military takeover, his work was the foundation behind the literacy program. While 
director of the Department of Cultural Extension at Recife University in Brazil, Freire 
implemented his pedagogical theories in 1962 by teaching a group of 300 sugarcane workers to 
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read and write in 45 days. The government agreed to fund the creation of literacy centers 
throughout the country, which existed until the coup. Like Mississippi, Brazil at the time had a 
literacy requirement for voting in presidential elections, a rule that obviously discriminated 
against the lower social classes. Working with the illiterate poor, Freire developed a theoretical 
framework that defined education as a political act, since education allowed people to regain 
their sense of self-worth, thereby aiding them in their quest to overturn their social condition.168 
In his most famous book, Pedagogy of the Oppressed, published in English in 1970, Freire 
outlines his philosophy of education, which stems from sources as varied as Plato and anti-
colonial critics like Frantz Fanon.  
 The similarities between the social and educational conditions of blacks in the American 
South and lower-class Brazilians was one not lost to people in the 1960s, despite the lack of 
connection made in the Time dispatch. Freire actually toured Mississippi in either 1969 or 1970 
while in the United States as a visiting professor at Harvard University. During his time in the 
state, he met with people who participated in Freedom Summer.169 While it is not likely that 
those responsible for the curriculum behind the Freedom Schools were aware of Freire’s 
pedagogical philosophy, the strong parallels between the two allows for a critical discussion of 
Freire in relation to the methodology behind the Freedom Schools.  
 One of Freire’s best-known critiques was against the dominant banking model of 
education, which he believed turned students into vessels that purely received information. “It 
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attempts to control thinking and action, leads women and men to adjust to the world, and inhibits 
their creative power.”170 Intuitively, Charlie Cobb had recognized that this form of education was 
taking place in black Mississippians, thereby “caging” them. Freedom Schools thus became a 
way to liberate students, becoming “new houses of liberty” that are “a focal point for personal 
expression against the oppression, on the one hand, and for personal growth and creativity, on 
the other.”171 Both Freire and the Freedom Schools pushed students to examine their reality, 
urging them to question rather than passively accept the status quo.  
 
Images of Freedom Summer support Cobb’s vision for education, revealing the children’s 
eagerness to learn as they seek knowledge on their own. In a photograph by Herbert Randall, two 
African American children, a boy and a girl, read books from the library during the opening of 
the Palmer’s Crossing Community Center in Hattiesburg (Figure 60). The boy lies on a bench, 
his body taking up almost the entire surface, while the girl seems to be perched on his legs. The 
girl’s somewhat precarious position suggests her eagerness to examine her book, which she is 
just starting to open. Rather than choosing the empty spot on the other side of the bench, she sits 
on the side closest to the bookshelves. Neither child is aware of Randall, or of the figure hinted at 
by the presence of a white shoe on the left side of the image.  
While it cannot be discerned from the photograph what books the two children are 
perusing, it is clear that they are engrossed in their choices. Randall’s image thus effortlessly 
illustrates at least half of Cobb’s goal for the schools and community centers—that of expanding 
individual imagination and development. The children enthusiastically tackle their books, taking 
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charge of their own learning even if they do not yet recognize it as such. There are no adults 
present in the frame, suggesting that their decision to read is by choice. By focusing in on this 
particular moment, Randall puts emphasis on the private experience children have with learning. 
Both the boy and the girl are oblivious to both each other and the outside world. Their keen 
interest in their books is a testimony to their desire for knowledge.  
The prevalence of images of children reading in the community center libraries is a 
further indication of how learning can take place outside the bounds of the school classroom. 
Even though the center was celebrating its opening at the time Randall took the photograph, the 
two children are obviously comfortable enough with their surroundings to settle in as if they 
were in their own home. Considering the poor quality of materials at their public schools, it is 
not unexpected that the students would take so readily to the fully stocked libraries at the 
community centers. Books were overwhelmingly described by summer volunteers as being 
“devoured” by both young and old black Mississippians. Volunteer Doug Tuchman related 
books to currency, stating that a misplaced wallet would be left on a table, but a book would 
quickly disappear.172 Book drives were held in the North to collect all sorts of titles, but the 
emphasis was placed on books on the history of Africa and African American contributions to 
society. By infusing in students a sense of pride in their heritage, activists sought to raise both 
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African American Heritage and Citizenship 
One of the key components in Charlie Cobb’s proposal for Freedom Schools was the 
inclusion of African American history and citizenship into the curriculum. Cobb recognized that 
students did not know of any positive role models in history, thereby believing that African 
Americans had not contributed anything to culture or society. Similar to the “cultural logic” of 
lynching as described by Jacqueline Goldsby, the removal of African Americans from history in 
Southern schools was entangled within a wider political and societal net. For Goldsby, lynching 
persisted through the nineteenth and early twentieth centuries because “its violence ‘fit’ within 
broader, national cultural developments.”173 Likewise, editing black history served to protect the 
interests of wealthy white Southerners, whose influence in government meant that politicians 
from both the North and South fell in line. As historian and activist Howard Zinn wrote, “the 
political leaders of the nation began to see greater advantage in an alliance with powerful 
Southern white Democrats than with poor Southern Negroes…The national government would 
leave the Negro helpless in his semi-slavery now…”174 
Removing black contributions from the American historical narrative gave Southern 
whites continued power over their African American counterparts, as black Mississippians came 
to have a distorted view of themselves. Freire called this tactic “prescription,” as it represents the 
imposition of one person’s choice upon another, “transforming the consciousness of the person 
prescribed to into one that conforms with the prescriber’s consciousness.”175 As a result of this 
constant barrage of majority thought, the oppressed, according to Freire, become afraid of 
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freedom because it requires them to reject what they have been taught. Freedom, therefore, 
cannot be acquired easily. It is obtained through conquest, not granted by gift, and must be 
constantly sought.176 The Freedom School curriculum opened students up to the realities of their 
social condition and gave them the tools needed to break free from what they had learned in their 
regular schools.  
Douglas Baer, a summer volunteer who taught in the Hattiesburg Freedom Schools, 
wrote letters that described his experiences which were to be published in his local paper. In one 
letter, Baer stated, “We are trying to help restore this peoples [sic] heritage to them through 
education, and to restore their pride through examination of civil rights.” He went on to describe 
that none of his students had heard about the Brown v. Board of Education decision from 1954, 
and that they were “surprised to hear that law is on their side, because they here [sic] only about 
the laws of Mississippi in their schools.”177 Baer’s account echoes both Freire’s understanding of 
the Brazilian poor and what the Freedom Summer organizers expected of education in 
Mississippi.  
The core curriculum for the Freedom Schools therefore focused on African American 
history and citizenship, whose goals were intertwined. The classes on black history emphasized 
African American contributions within the context of American history in general, so that 
students felt like an essential part of the movement as the culmination of the African American 
struggle.178 Likewise, citizenship courses sought to encourage students to become active 
participants in bringing about social change. Ronnie Moore’s photograph of a citizenship class 
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shows two female students writing on a chalkboard (Figure 61). Although much of their text is 
illegible due to either the glare of the camera’s flash or one student’s body, what can be made out 
is indicative of the social awareness that project organizers sought to open up in students.179 
Based on the content on the chalkboard, it appears that the class had been working on a list of 
items in response to something similar to one of the questions posed in the curriculum: “What 
does the majority culture have that we want?” Included in the students’ demands are lower rents, 
old houses fixed up or torn down, and a program of federal aid. The list ends with, “We want a 
chance.” 
The seeming simplicity of each item on the list punctuates the actual reality of living 
conditions for the students and their families. Likewise, Moore’s approach to photography seems 
to echo the bleakness evoked by the list. He photographs the classroom in a completely 
straightforward manner, capturing the chalkboard at only a slight angle. There are no attempts to 
frame the scene beyond making sure to include both the girls and the chalkboard, the minimum 
subjects needed to get his point across. The tops of two chairs are visible in the lower left corner, 
one slightly askew, giving a sense of space and suggesting their use within the classroom. The 
result is an image that makes its subject obvious. The viewer has nowhere to look except for the 
chalkboard.  
The simple objective style recalls works by straight photographers, like Abbott, several 
decades earlier (Figure 62). However, while Abbott’s images of the Harlem Community Art 
Center did incorporate some manipulation (of lighting and staging), Moore’s photograph 
presents the classroom as he encountered it. The reflection of the flash off of the chalkboard only 
serves to emphasize the veracity of the scene to the viewer, as it ostensibly proves that Moore 
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made no effort to embellish or clean up the image. The flash thus functions to both obstruct and 
underscore the text on the chalkboard and forces the viewer to acknowledge the statements 
written by the students.  
 
In addition to the pedagogical teachings of Freire, perhaps an even stronger connection 
can be made to Fanon’s The Wretched of the Earth, which was first translated into English in 
1963, one year prior to Freedom Summer. The text’s more overt theme of the colonized people’s 
right to use violence in their struggle for independence, which was later used as a framework by 
members of the Black Panther Party, went against the basic principles of SNCC and the tenets of 
nonviolence in the civil rights movement. However, Fanon also discusses the importance of 
providing education to native populations which was both new and modern and anti-colonial. For 
the organizers behind the Freedom School curriculum, both conditions also applied to education 
for black Mississippians. The emphasis on questioning and discussion rather than traditional 
lectures and the inclusion of subjects such as African American history were meant as an 
alternative to public school education as established by the white majority. Organizers hoped that 
through learning about their cultural heritage, students of the Freedom Schools would take pride 
in African American achievements, thereby gaining self-confidence and the means to throw off 
the oppressive mantle of colonialist thought.    
Visible on one of the bookshelves at the Meridian community center (see Figure 58) is 
an issue of Crisis, the NAACP’s magazine. The inclusion of books and magazines geared 
towards a black audience was purposeful, as many in the community had never seen positive 
images of African Americans in print. Likewise, the description for a photograph by Herbert 
Randall reads in part, “A group of teenaged male Freedom School students sit on and near the 
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porch of a house on Gravel Line Street reading issues of Ebony magazine, which they probably 
had never seen before.”180 The image shows the young men fully engrossed in the pages of the 
magazine (Figure 63). Although the house itself appears well built, the trash and debris scattered 
on the ground hints at the apparent apathy of the homeowners, or possibly, the lack of city 
maintenance in the African American sections of town. This reality for the students contrasts 
sharply with the stories and images published in Ebony at the time, which included African 
American celebrities and interiors of middle-class homes. While Ebony certainly catered to a 
specific audience, the articles and photographs presented a different vision of the world to black 
Mississippians, one that hinted at a possible new reality.  
The image therefore depicts a moment towards what Freire termed “critical 
consciousness,” the final level of consciousness where the oppressed “find the oppressor out 
and become involved in the organized struggle for their liberation that they begin to believe 
in themselves.”181 With their exposure to African American magazines, the students move 
toward critical consciousness by recognizing that the truth they have been living is in fact an 
elaborate lie perpetrated by the white Southern majority. Unlike the other students whose 
focus is on their magazines, the teenage boy on the left stares at a point directly in front of 
him, as if contemplating something he has just seen or read. With eyes figuratively now 
open, students can see that the reasons behind the debris on the ground and larger social 
issues stem from the lack of a political voice.  
Randall’s caption states that the students are gathered on the porch of a house, and not 
in or near their Freedom School. The seeming randomness of their location, as described 
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elsewhere in this chapter, is indicative of both the flexibility of the schools and the 
understanding that moments of learning often happen outside of the classroom. While it is 
unknown if the scene pictured is one of an actual class session, the presence of Arthur Reese, 
co-coordinator of the Freedom Schools in Hattiesburg, on the far left lends credence to the 
possibility that he and the students are discussing subjects relevant to the goals of the project. 
The conversation is likely informal however, given that the students look at different pages, 
and possibly issues, of the magazine and the student on the left appears to have a textbook in 
his hands.  
In the introduction to the Freedom School curriculum packet sent to volunteer teachers 
prior to the start of the summer, Jane Stembridge begins with the following: 
This is the situation: You will be teaching young people who have lived in 
Mississippi all their lives. That means that they have been deprived of decent 
education, from the first grade through high school. It means that they have been 
denied free expression and free thought. Most of all—it means that they have 
been denied the right to question. 
The purpose of the Freedom Schools it to help them begin to question.182 
 
Stembridge’s plainspoken manner wastes no words in describing what volunteers would be 
facing. Her text also pinpoints the reasoning behind the schools to one seemingly basic idea.  
The deceptively simple tactic of using magazines like Ebony to expose students to positive 
role models and a broader understanding of African Americans in American culture stemmed 
directly from the Freedom Schools’ philosophy of the importance of inquiry. Photographs 
that showed a better world would trigger students to question their own situation and wonder 
how it could be changed. The teacher’s role in the process was to guide students so that they 
came to their own conclusions. 
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 Like SNCC’s belief in the power of the image to spark black Mississippians to 
question and seek change, Randall’s photographs, and those of the summer workers and 
volunteers, functioned as rallying points. Although Randall’s images were not published until 
over thirty years later, and the pictures taken by staff and volunteers were likely only seen by 
a limited audience of family and friends, they still documented the positive changes to 
communities that had experienced only hardship. They serve as lasting, physical proof of a 
specific moment in history.  
In keeping with the philosophy of nonviolence, Freedom Summer sought to give African 
Americans tools to better their place in society not through hostility, but through political power 
and education. Activists believed, like Freire, that “the oppressed must not, in seeking to regain 
their humanity (which is a way to create it), become in turn oppressors of the oppressors, but 
rather restorers of the humanity of both.”183 Thus, rather than countering negative images of 
African Americans with negative images of whites, the organizers of the summer project injected 
the schools with positive representations and examples of black leadership. Dissatisfaction with 
the white majority was unavoidable, but black Mississippians were taught to educate rather than 
retaliate. The few curious white Mississippians who did stop by the schools and community 
centers were welcomed.  
 
Although the “media blackout of Mississippi” prevented the nation from understanding 
the depth of racism and segregation in that state, news coverage did extend to class and race 
problems in other countries. Time magazine, in addition to its column on education, paid 
particular attention to international social issues, in many cases hypocritically aware of problems 
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outside of the United States that were also at the forefront of the American civil rights 
movement. A Time dispatch from 1964 focused on the criticism of South African apartheid by 
then Assistant Secretary of State G. Mennen Williams. In his first draft of a speech for the 
Harvard Law School Forum, Williams: 
defined what apartheid meant in South Africa in terms of what a Black African cannot 
do. As he put it: ‘A black African cannot vote in national, provincial, and municipal 
elections, cannot serve in Parliament, cannot elect representation to Parliament, cannot 
attend the university of his choice,…cannot attend any school not approved by that 
ministry,…cannot, even though qualified, aspire to positions in industry or commerce 
reserved for whites by government regulation, cannot serve on a jury, cannot reply on the 
usual presumption of a person’s innocence in many laws of great importance which carry 
criminal penalties…’184 
 
While Williams is quick to condemn apartheid, neither he nor the reporter William Rademaekers 
recognized that many of the restrictions for black South Africans applied to African Americans 
in the South as well. While the scope of the article certainly may not have included mentioning 
such overlap, the complete lack of coverage throughout the year on the poor education and 
disenfranchisement of African Americans in the South is telling of Time’s focus, and perhaps, 
the nation’s interest.  
 As a result, the emphasis placed on African American history took on an additional 
significance. As well as looking back at slavery, Freedom School teachers utilized case studies 
from recent civil rights events in their classes, creating a bridge between the past and present and 
encouraging students to feel as if they too had a place in that history. Students soon began 
making connections to the African American leaders that they knew or had heard about, finding 
similarities between local activist Fannie Lou Hamer and Harriet Tubman, SNCC Executive 
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Secretary James Forman, and Frederick Douglass.185 This enthusiasm for learning was expected 
to translate directly into actual activism, as the staff hoped “the students will work in various 
kinds of political activity in the evenings.”186 
 
Comparable to Freire’s concept of the role of dialogue in explaining and democratizing 
social relationships, those who wrote the Freedom Schools curriculum were well aware of 
pedagogical practices. For them, discussion “transforms the teacher’s unilateral authority by 
putting limits on his or her dominating voice and calling on the students to codevelop a joint 
learning process.”187 Students become in charge of their own learning, teaching themselves about 
the power of their own actions. Through a series of questioning and reflecting, they “can 
personally and collectively liberate themselves by identifying the causes of their own oppressive 
reality and understanding those causes.”188  
Students were thus given opportunities to work in small groups, pushing each other to 
think critically and come up with their own solutions. Randall photographed students in 
Hattiesburg participating in what appears to be a lively discussion (Figure 64). One teenage girl, 
identified as Alice Adams in Randall’s description, leans toward her classmates across the table 
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in the foreground, her hands raised in gesture as she advocates for her point of view. The boy 
whom she seems to be speaking to looks studiously down at his paper. The background reveals 
at least one additional group of students, also in the middle of discussion.  
Unlike many of the other photographs of classes in progress, this image shows no signs 
of an instructor. Students are shown as self-directed and actively engaged in their own education 
without the aid of an (white) adult. Randall’s tight cropping of the scene focuses the viewer’s 
attention on the dynamics of the group. Although the composition is unevenly weighted, with 
Adams as the speaker by herself on one side of the table, there is no sense that the others are 
merely listening. One boy holds a pencil in hand as if actively taking notes.  
As Richard Shaull suggests, there is no neutral educational philosophy. Education either 
performs as a tool used to integrate youth into the logic of the status quo and lead to conformity 
to it, or it “becomes ‘the practice of freedom,’ the means by which men and women deal 
critically and creatively with reality and discover how to participate in the transformation of their 
world.”189 For both Freire and the Freedom Schools, education was seen as the latter. Organizers 
therefore stressed the importance of providing students with a safe environment from where they 
could explore and interact. Staughton Lynd, director of the Freedom Schools, told a group of 
teachers, “You must stress to the students: it is their school; they can study what they want, think 
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 In addition to remedial coursework, the Freedom School curriculum emphasized 
exposure to the arts. When able to, schools offered classes in painting, sculpture, drama, and 
music, and were often supplemented by similar courses at the community centers. Like with 
many of the programs, these classes were the first opportunities most students had to experience 
the arts in any form. It was believed that such experiences would engender self-confidence in 
people who historically had been long oppressed. Dewey’s influence can again be found in the 
importance placed on the arts, as he believed in the relationship between freedom in art and 
freedom in democracy, with both beginning with education.191 
 Music lessons were given by Project Folksingers, a group of musicians who volunteered 
to travel throughout the state during the summer. Photographs of these lessons show either one-
on-one instruction or small groups of students with one or two teachers. The students are always 
engaged, rather than passively listening, and are often shown with guitar in hand, or leaning in as 
a musician plays (Figures 65 and 66). This hands-on approach to learning placed students in 
direct contact with accomplished musicians, giving them an experiential educational opportunity 
that was believed to teach them skills they could apply to their everyday lives.  
The classes are captured on film in such a way that the viewer often becomes a part of the 
scene. Closely cropped and usually at eye level, the images depict intimate scenes of learning. In 
spite of the photographer’s intrusion however, both students and teachers remain engrossed in 
their lesson. One gets the sense that the children want to learn. There is often a look of utter 
captivation on their faces, and the photographs celebrate that honest joy by focusing the viewer’s 
attention on the nuances of the subjects’ body language. Arms that gently cradle a guitar, slim 
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torsos that bend forward as if trying to get as close as possible to the source of music, and 
secretive smiles all suggest that the students revel in the opportunity they have been given.  
However, just like the other subjects taught at the Freedom Schools, music lessons were 
offered for more than just pure enjoyment. From the beginning, Freedom Summer planners 
hoped that the students’ fascination with the process of learning how to play music would extend 
to other areas of their life. In an undated document listing some questions that arose during a 
meeting regarding the schools, organizers were transparent about their goals for the project. For 
them, the schools were to be a basis for organization and direct action, an extension of SNCC’s 
political action program, and a training program to provide students with the necessary skills to 
work in the movement.192 The Freedom Schools become, in effect, recruitment centers for the 
group.193 
 
For Dewey, art served an educational purpose by aiding students in developing skills in 
examining details and asking questions. These processes expanded students’ perceptions, 
allowing them to make connections with the world and understand social systems of behavior. 
Both Dewey and the Freedom School curriculum planners understood that the freedom to 
imagine and explore artistically translated into an ability to think critically. Like the emphasis 
placed on discussion in the Freedom School curriculum, creating and looking at art was meant to 
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193 As the artist and writer Luis Camnitzer notes, “the educational system emphasizes good citizenship 
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be a transformative experience as it allowed students to extend their acquired insight into their 
reality.  
Photographs of students painting often reveal the process to be a collaborative one. While 
only one student is actually making art, others often look on, probably offering insight or asking 
questions. One image shows a teenage boy in the middle of painting a sailboat in the water while 
David Batzka, a white summer volunteer, sits just to the side of him (Figure 67). The student 
defined the water in short, choppy strokes of paint, but had taken time to carefully delineate each 
line of the boat. The water also either is represented in various shades or has a buildup of color in 
certain areas, indicating at least some understanding on the student’s part of how to create 
shadow and depth. Although the caption does not reveal the teenager’s process in creating his 
painting, Batzka’s presence suggests that he may be providing some instruction. The two men 
seem to have an easy rapport, and Batzka’s lower crouched position makes him less an authority 
figure than a friend.  
It is unlikely that the student painted the sailboat from memory—as most African 
American families at the time could not afford to travel and his hometown of Clarksdale does not 
have any large bodies of water—suggesting that he created the scene using his imagination or 
from a reference image. In addition, his ability to render the water somewhat realistically 
indicates, at least to some degree, his capacity to problem solve. Meanwhile, the board on which 
the student’s paper is attached appears to be one used for chess or checkers, showing how staff, 
volunteers, and the community made clever use of whatever materials they had on hand. This 
one photograph therefore demonstrates all of the potential benefits Freedom Summer organizers 
hoped would come out of offering art classes to its students.  
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In another photograph, two female teenagers watch as their male classmate applies paint 
to a paper balanced on his lap (Figure 68). Margaret Hazelton, a volunteer, took few 
photographs during the summer. Her decision to capture this scene is telling of its significance to 
her. She noted that “the guy in the middle is a wonderful painter.”194 Unlike the largely solitary 
acts of creativity espoused by the idea of the “artistic genius,” creative endeavors during 
Freedom Summer were group-oriented, which fell in line with SNCC’s group-centered 
philosophy. The male student paints as the girls on either side of him lean in to observe. 
Hazelton’s comment suggests that the girls are watching him in order to learn. Gone are the 
traditional hierarchies of a teacher-student relationship. Instead, students seem to learn from each 
other.  
 
Another arts-related activity taught at the Freedom Schools was journalism, which 
introduced students to various skills such as creative writing, typing, and reporting. Students 
produced “freedom” newspapers that combined news articles with poetry, art, and special 
interest pieces. They were largely responsible for the entire scope of the papers, including 
content, editing, printing, and distributing. At least one enterprising newspaper also incorporated 
advertisements from local businesses. These newspapers served the dual purpose of teaching 
students valuable skills and acting as important distributors of information, targeting in particular 
a younger audience.  
The students at Gulfport Freedom School decided to call their newspaper “The Press of 
Freedom” in large part according to Florence Jones, Gulfport Freedom School Coordinator, 
because there was “enough enthusiasm among the students for their own role in securing 
                                                      




Freedom for their people that they have suggested of their own accord that this is the most 
important thing they’ve ever learned.”195 Newspapers for many of the Freedom Schools had 
similar titles, reflecting the relationship students saw between freedom and the work they 
contributed to the papers. At one of the Hattiesburg schools, two girls stand at the doorway of the 
Mt. Zion Baptist Church beside a handwritten sign that reads, “Join the Freedom Press” (Figure 
69). The sign, posted on the door, is just above eye level for the girls, signaling its intent for a 
younger, rather than adult, audience.  
In another photograph by Randall, a young male student studiously works at a desk 
beside a typewriter (Figure 70). The description suggests that he may be writing an article for 
his Freedom School’s paper. Randall captures the student from overhead, looking down on him, 
and including the contents on the desk and on the floor. The proximity of the typewriter indicates 
that the student intends on typing up his article after he is done writing it. Access to a typewriter 
was not a given for African American students. In her senior thesis on Freedom Summer, 
volunteer Zoya Zeman recounts that many high school students requested typewriting classes.196 
The desire to learn however was not limited to the youth. One scene in Richard Beymer’s 
documentary film, A Regular Bouquet, shows a white female teacher instructing a room full of 
middle-aged black women, among others, how to type.197 The regular clacking of the keys are 
the only sound aside from Beymer’s voice-over narration.  
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 Many of the teaching strategies used at the Freedom Schools came directly from the 
Highlander Folk School (now the Highlander Research and Education Center), a leadership 
training school for grassroots organizing located in Tennessee. Founded in 1932 in the midst of 
the Great Depression, Highlander originally provided training and education for labor organizers. 
In the 1950s, the school began training civil rights activists such as Martin Luther King Jr., Rosa 
Parks, Ralph Abernathy, and members of SNCC, including Chairman John Lewis. Its teachings 
actually laid much of the groundwork for the founding of SNCC. Highlander also recognized the 
correlation between literacy and enfranchisement early on and developed the Citizenship 
Training Program to increase African American participation in voting and other civil rights 
activities.198 Myles Horton, one of Highlander’s founders, participated in the curriculum 
conference for the Freedom Schools and contributed to the teaching guide.  
The philosophy of Highlander called for people to become active agents in their own 
liberation, bypassing a hierarchical leadership common in most organizations. The Freedom 
School pedagogy and curriculum reflected this approach by offering students, and teachers, both 
the opportunity and the responsibility to shape their own learning processes. At the November 
conference in Waveland, MS, following the end of Freedom Summer, one workshop was 
devoted to planning how the Freedom Schools could continue to operate during the school year. 
Horton suggested giving teachers an abundance of materials on different subjects, allowing them 
to choose what to use and what to discard. He called this “a combination of freedom and 
information,” a philosophy that existed throughout the Freedom Schools. In this way, “the 
regular and the freedom schools would exist side by side,” with activists continuing “to try to 
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improve the regular schools by our political demands” while in the Freedom Schools “we would 
be left free to develop as we want, to create new methods.”199 
 Drama was one of the methods Highlander used to create an open environment for 
participants to explore issues together.200 Through the use of drama, the school helped students 
develop the skills necessary to solve problems, which would then hopefully translate into their 
real lives. Participants were given a social issue, which they were asked to analyze from a variety 
of viewpoints and translate into characters and dialogue. They would create a number of 
solutions to the problem before producing a final scene which would reflect the agreed upon, 
appropriate solution. The play then would be presented to an audience. Debriefing sessions were 
held throughout the process and after the performance to help participants discuss and 
understand the methods used to solve the given problem.  
 This technique was translated in the Freedom School curriculum as role-playing. Role-
playing was seen as an important part of the curriculum as a whole, particularly in the classes on 
African American history. The curriculum authors recommended its use as a regular teaching 
strategy, one that again, departed from those utilized in typical classrooms. Role-playing, like 
discussion, would enable students to express themselves in different ways, forcing them to 
actively engage with the material presented. It was also a technique that did not require physical 
materials, a definite plus for the cash-strapped project. Many students responded enthusiastically 
to the technique, as it brought out their confidence and encouraged their participation. One 
student suggested in an interview decades later that African American children: 
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had learned from their experiences, especially with whites and with their teachers, 
to fear saying anything. If they did [say anything] they would get punished or be 
hit….In Freedom Schools, by implementing and using role plays and having 
students engage in drama skits, students began to talk and think about their 
problems and situations they were in. They developed confidence not to be afraid 
to say or do anything. Creating and doing plays brought out expression about their 
experiences, developed creativity, had a lot of fun, and helped students to discuss 
and propose solutions to the problems they were facing in their communities.201 
 
Role-playing therefore helped students break free from the constraints placed upon them by 
their normal schooling. It also allowed them to acknowledge and work through their 
problems and the larger issues in society in a safe environment, utilizing skills that would 
continue to aid them throughout life.  
 John Maurer’s photograph shows three people acting out a scenario at the Crenshaw 
Freedom School (Figure 71). Unlike many of the other images of classes taking place, the 
photograph places the viewer directly within the audience, thus making it clear that a scene is 
being acted out. The viewer becomes a spectator in his own right, taking in both the role-play 
and the reactions of the other spectators. The audience’s attention is clearly on the people role-
playing, with several even angling their bodies towards the actors. The image documents not 
only an important teaching tool of the Freedom School curriculum, but also the number of people 
participating in the project.  
 In another photograph of role-playing, students and their teacher are seen sitting on chairs 
outside, with one teenage girl standing in the middle (Figure 72). The inscription on the back of 
the photograph helps the viewer make sense of the scene taking place—“courtroom drama.” 
While no other documentation is noted, the orientation of figures suggests that the white woman, 
presumably the teacher, plays the role of judge while the girl standing argues a case. All the 
people shown appear to be paying close attention to the scene, their attention focused on the 
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standing girl. Sheila Michaels, the photographer, joined CORE in 1961 before becoming a SNCC 
field secretary in 1963. She was project manager of the Hattiesburg branch of Freedom Summer. 
Like Mauer, Michaels chose to take the photograph as a viewer, standing further back to 
encompass at least some of the people in the audience.  
The importance placed on role-playing, and its interest to both staff and students, is noted 
in relation to the other photographs Michaels contributed to her archive. Out of twenty 
photographs, of which nine were images taken at the wedding of activists Stokely Carmichael 
(later Kwame Ture) and Miriam Makeba, two are of role-playing. The other nine are essentially 
portraits, including three of Michaels herself. Michaels’s decision to photograph this particular 
aspect of the Freedom Schools is important, especially since she was not involved with the 
schools directly. It calls to mind the archival process and how individuals choose to remember 
and preserve an event. For the images of role-playing to be the only ones she took, or saved, of 
the broader scope of Freedom Summer suggests that they were important to her.  
 
The Visible Body 
There are several issues that arise with the fact that Michaels’s images, and those of the 
other photographers discussed in this chapter, were not widely circulated during the time that 
they captured. Although one could argue that their invisibility in the market renders them 
ineffective in promoting the goals of Freedom Summer, their importance should be considered in 
terms of not just what they depict, but also the actual act of photographing. Both the learned 
patterns of behavior and the absence of positive images of African Americans in Mississippi 
gave local blacks a distorted image of themselves. The Freedom Schools and the photographers, 
whether implicitly or not, sought to challenge that view. Therefore, having people, often white, 
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photograph them— not dressed in their best clothes and posed but as they read or otherwise 
engaged themselves in different processes of learning—was an experience that reinforced what 
black Mississippians were learning about themselves during the summer, that they too were 
worthy of being pictured. 
For Goldsby, lynching photographs present the dead as “signs of pure abjection…who, 
through their appearance in the picture’s field of vision, become invisible.”202 Images of 
Freedom Summer participants on the other hand, make African American bodies visible by 
capturing them as agents of power. Even in their positions as students, participants had already 
figuratively taken the first step by deciding to take the classes necessary to bring about change in 
their own lives. That act, documented in these photographs, ensured that they saw themselves 
and that they were visible to others. Thus, while the photographs may not have been distributed 
or seen by many, those pictured were maintained in the memories of the photographers. In many 
ways, the function of the photograph and the archive are similar—they document and preserve 
memory and anticipate the look back to history.203 
Like James Agee’s admission in Let Us Now Praise Famous Men, the act of 
documenting, through image and text, the lives of families “by people who are not necessarily 
qualified to do so” can be potentially awkward or strange. Yet, “equally ‘strange’ is the result—
the lessons learned, relationships formed, research conducted.” 204 Most of the photographers 
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who captured the Freedom Schools did so without any ulterior motive aside from documenting 
their experiences volunteering for the summer. However, it is clear from their photographs, and 
from the captions, journals, and letters that accompanied them, that the experiences were 
transformative for both photographer and subject. The “non-‘artistic’” view taken in Let Us Now 
Praise Famous Men was meant to “suspend or destroy imagination,” in order to open up 
consciousness to the richness of details present in the images.205 The photographs of the Freedom 
Schools—personal and intimate, unfiltered and unposed—reveal the work of the civil rights 
movement outside of the high-profile events, such as the desegregation of Central High School, 
covered by the media. The concept of the Freedom Schools as alternative, empowering models 
of education for African American youth continued into the next decade, with the Black Panther 
Party establishing “liberation schools” just five years after Freedom Summer.  
 
 
                                                                                                                                                                           
work into a book designed to both stand by itself and as the beginning of a larger work on the subject. 
The book was an “effort to recognize the stature of a portion of unimagined existence, and to contrive 
techniques proper to its recording, communication, analysis, and defense.” (James Agee, “Preface,” Let 




CHAPTER THREE: Black Panther Party Survival Programs 
 
 
Just two years after Freedom Summer, Huey P. Newton and Bobby Seale founded the 
Black Panther Party for Self-Defense206 in Oakland, California, taking the freedom struggle from 
the South to the West. Originally formed to protect black citizens and challenge police brutality 
through armed citizens’ patrols, the Party evolved and expanded to include core social programs, 
including community schools, free breakfast for children, legal aid, and community health 
clinics. Many people associated with early civil rights groups—including Stokely Carmichael 
who was a full-time field organizer in Mississippi during Freedom Summer before becoming 
chairman of SNCC in 1966—joined the Panthers out of increasing frustration with the lack of 
perceived progress in civil rights efforts.207 Like the Freedom Schools and voter registration 
drive during Freedom Summer, the Black Panther Party’s social programs enacted change 
through working directly with their communities, rather than fighting for the passage of laws via 
the state and federal governments. 
Since its founding, the Black Panther Party has held a distinct reputation in the eyes of 
many, if not most, people nationally and internationally. The Party’s “historic legacy remains 
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controversial, shrouded by falsehoods and misconceptions within the mainstream public”208 due 
to the media and pop cultural understandings of the organization’s mission. While the purpose of 
the Party was to transform the political and economic situation in the United States through a 
liberation of the oppressed, the group was also seen by many as “an antiwhite, ultraleftist, 
misogynist organization of gun-toting hoodlums.”209 This view of the Party, along with other 
external and internal forces, undermined the work the organization had done in communities 
across the United States.  Media coverage of Panther rallies and demonstrations furthered this 
perception of the Black Panther Party. 
The largely media-made constructions of a passive black identity seen in earlier civil 
rights and Black Power groups such as SCLC and SNCC210—emphasized through the non-
violent approach taken by these organizations—frustrated a new, generally younger generation 
of black activists who disagreed with the seemingly slow pace of change. The Black Panther 
Party purposefully reacted to such constructions in its early stages by adopting a militaristic and 
radical attitude that translated into a hypermasculinized presentation of a distinct but united 
selfhood. Through the use of clothing, weapons, hairstyle, and the print media, the Party 
assembled a visual identity of itself that can be seen as a performative act on a national level. 
The official uniform of a black beret, leather jacket, black pants, and dark sunglasses became 
immediately recognizable to many people in the United States, black and white alike, in the late 
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1960s into the 1970s in a way that suggested not only the performance of a visually conceived 
identity, but the creation of an icon. The performative aspects of the Party through print media 
and clothing considers the means by which the persistent reenactment of an imagined group 
identity led to a further socially constructed understanding of the radical black figure during the 
Black Power movement. 
As early as the mid-1970s, around the time of the dissolution of the Party, scholars 
recognized that the Party was “blessed with a theatrical sixth sense that enabled them to gain an 
audience and project an image [that] frightened America.”211 The precise theatricality of the 
Party in its adoption of a uniform; wearing of a “natural,” or an Afro; and carrying of weapons 
both appealed to and repelled people in the United States and abroad in a way that only furthered 
the media attention on the Panthers and the initial advancement of its social and political goals. 
The Panthers’ conscious posturing of armed self-defense gained them street credibility with 
urban black youth while at the same time creating a distorted image of the Party as irrationally 
violent.212 In fact, “the Panthers were extraordinarily astute about the appeal and influence of 
visual imagery as a tool for raising black consciousness.”213 In their creation of such a physical 
presence, members relied on their bodies and the media as instruments to further their militant 
approach to political change. Thus, in their performance of a radical black identity, the Panthers 
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fueled a national understanding of “black power” as one of both masculinity and militance that 
troubled standing stereotypes of black men.  
 The hypermasculinized perception of the Party, initially promoted by its founders and 
later embraced by the media, therefore entered into the public sphere and influenced the 
organization’s ability to affect change in black communities. While the Panthers certainly gave 
voice to the rising black consciousness at the time, it fell into what, according to Patricia 
Williams, is performance’s function as a vehicle through which the Other is both visible and 
invisible “depend[ing] upon a dynamic display that ricochets between hypervisibility and 
oblivion.”214 Hypervisibility for the Panthers at a time when the rhetoric of collective identity 
quickly changed into sensationalized and often violent actions proved to be fatal as public 
opinion of the Party’s presentation of a united black identity became increasingly adverse. The 
character of the militant black figure, combined with the fact that “[b]lack men are densely 
mythogenic, the object of layered fictions produced by others…[a]nd like other mythogenic 
people, Black men are, as if in self-defense, prolific generators of self-descriptive legends,”215 
resulted in a perception of the Black Panther Party as not just performing a role, but embodying 
it.  
The most famous images of the Panthers portray militant African American men and 
sometimes women, dressed in black leather and armed with guns. The women in these images all 
wore Afros, and both men and women were often thought to be in some way dangerous. This 
reputation of the Black Panther Party comes, for the most part, from mainstream media, such as 
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newspaper and magazine photographs published of the Panthers and even more contemporary 
portrayals, as in the movie Forrest Gump. However, these images of the Panthers often 
contradict with other images, most notably those created by members or associates of the Party. 
The media images of the Black Panther Party and the photographs taken by photographers such 
as Jonathan Eubanks and Stephen Shames portray different views of the Panthers. While the 
goals of the Panthers and the methods they employed to carry out those goals may seem, at 
times, contradictory to one another, mainstream media concentrated more heavily on the 
methods than on the goals the Party sought to achieve. This imbalance resulted in the popular 
understanding of the Panthers held by many people up to this day.   
 Instead of emphasizing the Party’s commitment to their community social programs, 
mainstream media photographs highlighted the image of the presumably angry and armed black 
mob.  While these photographs did serve to bring the Black Panther Party to the attention of the 
nation, they also invoked a certain, often feared, response from the people.  On the other hand, 
Jonathan Eubanks, whose photographs documented the personal lives of the Panthers as well as 
their encounters with the police, used a photographic style to express emotion, both his and his 
subjects’, that told a story different from the one stressed in the media.216  Stephen Shames, a 
close friend of several Panthers, also captured the story of the Panthers through his photographs 
that bring both the public images and the images of the social programs, individual lives, and 
private moments to the fore.  Both the media photographs and the photographs by Eubanks and 
Shames lay claim to a certain idea of the Black Panther Party.  While neither is necessarily more 
truthful than the other, they both create an understanding of the Panthers that, in the end, 
simultaneously undermines and reinforces the objectives of the Panthers. 
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Media and a Performance of Identity 
 In 1965, Daniel Moynihan, then Assistant Secretary of Labor, published a report titled, 
“The Negro Family: The Case for National Action.” In it, he reemphasized the conventional 
association between men and heads of house. Taking data that showed that women headed one-
quarter of black households, the report argued that black men had to get jobs to reassume their 
rightful place as patriarch. National attention after the publication of the report highlighted what 
seemed to be African-American men’s failures as father, husbands, and as a result, citizens; and 
fueled the concentration on ideals of a distinctly black masculinity by the Panthers.217 If 
blackface minstrelsy was a way for whites to both fetishize and symbolically control the black 
male figure,218 then the Panthers’ creation of a militant black radical was an attempt to re-possess 
that figure on a grand scale.  
 The performance of such an identity therefore served two purposes. The first challenged 
white stereotypes of black masculinity, seen in the Moynihan Report, while the second brought 
what could be said to be a positive image of blacks to their own community. Since the history of 
African Americans in the United States had resulted in a general inability to shape their own 
image within society, the Panthers consciously took on a distinct and noticeable physical 
appearance that demanded attention and countered stereotypes of the black male in particular. 
The visibility of blackness was a problem that W.E.B. Du Bois observed as one that centered on 
how blacks saw themselves, what he termed “double-consciousness.” “This sense of always 
looking at one’s self through the eyes of others, of measuring one’s soul by the tape of a world 
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that looks on in amused contempt and pity”219 shaped how African Americans understood their 
self-worth. For the Panthers, the presence of strong, armed, and seemingly dangerous black men 
allowed not only whites to see them as an organized body to take note of but also blacks to see 
themselves as both relevant and powerful voices in society. 
 The Party’s embrace of the media then, allowed it to project the image of the militant 
black male figure into a wider society culturally trained to see the black subject as either happy-
go-lucky slave or social menace.220 The early use of the media by the Party reflects an awareness 
of the potential for shaping public opinion and garnering support. While the organization 
certainly acted a role in order to gain attention and press time, its initial understanding of the 
politics of the media backfired as their political message was largely excluded from the press in 
favor of their dramatic actions. In its ability to shape public opinion, but through the lens of 
market or elite interests, the media served as arbiters of the difference between valid and invalid 
protest.221 The Panthers, generally characterized as a danger to society, still counted on the press 
to spread their visual presence—if not their political and social agenda—to black and white 
communities alike. As a result, the Panthers’ relationship with the media “reinforced their path 
toward symbolic action as a way of gaining a voice in the wider culture—thus the ‘performative’ 
nature of much late-1960s politics.”222  
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 By symbolic action, the Party created drama that made itself newsworthy, all the while 
working toward a political and social goal. Knowledgeable about the law, the Panthers undertook 
a legal course of action that included lawfully carrying guns while “patrolling the police,” 
running for state and national office on the Peace and Freedom Party ticket, and registering the 
black community to vote. These actions were all part of the group’s Ten Point Platform and 
Program, which sought to build a stronger, self-determined black community through service. By 
basing their struggle for equal rights on Constitutional grounds, the organization attempted to 
produce real, legitimate change in society.223 Unfortunately, the media largely overlooked these 
community-building efforts in favor of attention-grabbing images of leather-clad, gun-carrying 
black men. What had initially been a performance of the dangerous black male figure to bring 
attention to the issues of the black community soon became a perception of members as such. 
Symbolic action, precisely that problematic image of the Panthers, enabled them to reach a wider 
audience at the same time that it produced a false understanding of what the organization hoped 
to accomplish.  
 
 In 1967, the Panthers marched on the California State Capitol to protest a selective ban 
on carrying firearms in public. The group arrived at the Capitol visibly, and legally, holding 
weaponry. Organized, calm, and using military formations, the Panthers certainly made an 
impression on the legislators and media. Bobby Seale, in later describing the demonstration, 
stated, “[o]ur march on the capitol brought us a huge amount of media attention.  We welcomed 
the attention, but we wanted the focus to be on our Ten Point Platform and Program, which the 
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media tended to ignore, instead characterizing us as gun-totin’, militant black radicals.”224 An 
article for the Los Angeles Times portrayed the party as “a band of Negroes” whose 
“performance shocked not only those legislators and others in the Capitol who were supposed to 
be intimidated thereby but all law-abiding Californians who did not think such things possible in 
this enlightened day and age.”225 The problematic wording aside, the use of “performance” in the 
article further implies an understanding of the Party’s move not just as an action but also as an 
act. Before entering the Capitol, Party members lingered outside with the reporters and 
photographers waiting for Governor Reagan’s scheduled appearance. By doing so, the Panthers 
made sure that the media noticed their actions, placing them in the territory of a deliberate 
performance and not simply a political protest.  
One image published in the Los Angeles Times articles shows several Party members 
armed with guns to protest the California legislation to ban the carrying of firearms in public 
(Figure 73). The media-conceived image of the Panthers as “gun-totin’” and militant is evident 
in the characterization of the main male figure in the photograph. The man in the right 
foreground carries a rifle whose barrel runs past the top of the image. The diagonal line created 
by the barrel visually cuts the image in two and draws the viewer’s eye to the man. He stands at 
attention, with eyes forward, pursed lips, and tension lines in his forehead. While the others seem 
to mill around, waiting for a decision to be reached by the legislative body, this man follows a 
strict observance of his task, that of guard. He does not break from his role in order to 
acknowledge the camera’s presence nor does he reveal anything about himself. Instead, the man 
and his rifle stand as both physical and visual barriers to the activity taking place in the 
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background. The viewer understands the image through the two, which cannot be separated from 
one another. The man therefore can be seen as performing the gun, or the qualities associated 
with it.  
 Although the only person clearly seen in the photograph, the man is not romanticized or 
individualized. He is an embodiment of the Black Panther Party, one that calls attention to the 
radical, militant physical presence without contextualizing him within a larger social discourse. 
The Panther, even though early in the organization’s formation, emphasizes the role of the Party 
member as dedicated to his revolutionary task. While that dedication was characterized as 
dangerous and “unseemly” by the popular press, to others, “the appeal of the image of the 
leather-jacketed, black-bereted warriors”226 drew them to the organization. Angela Davis, who at 
the time was studying at the Goethe Institute with Theodor Adorno, saw a photograph in a 
German newspaper of the Panthers at the California State Capitol and promptly went to 
California to organize in South Central Los Angeles.227 While she later became wary of the 
Party’s public persona for its masculinist elements, Davis’s original attraction to the organization 
shows the power of both the performative nature of the Party and the media in the construction 
of an image.  
 Ebony, a national black popular magazine, only featured one article on the Panthers over 
a five-year period between 1967 and 1971. The 1969 special issue titled “The Black Revolution” 
included articles on civil rights, nationalism, politics, Africa, and student protests. Authored by 
Newton, the co-founder and Minister of Defense of the Party, while he was imprisoned for 
voluntary manslaughter of a white Oakland policeman, the article on the Party lays out the 
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organization’s philosophy, focusing on the history of systematic oppression of people of color 
and the community-building survival programs created to spur action within the black 
community.228 However, instead of picturing those programs, the photographs included in the 
article emphasize the militance of the group.229 This disconnect between Newton’s text and the 
selected images suggests both the difficulty the organization had in relaying its message to the 
community it intended to serve and the misperception of the Party to the African American 
media and people.  
 
Survival Programs and Community Awareness 
 Soon after the Party was founded, community service became an increasingly central 
component of the organization’s mission. In 1968, Party headquarters mandated that all chapters 
inaugurate “serve the people” programs. The group committed itself to organizing nearly two 
dozen social and educational programs to benefit black communities across the nation, with 
programs ranging from free medical clinics to voter registration drives. In fact, by 1970, a 
People’s Free Medical Clinic was a requirement at every chapter.230 The commitment to these 
“serve the people” or “survival” programs came out of the Party’s recognition that the legislative 
strides made in the 1960s, namely the Civil Rights Acts of 1964 and 1968, did not break down 
the barriers to equality still faced by certain populations, and in particular the black poor. The 
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programs “were instituted as parallel alternatives to the Johnson administration’s antipoverty 
scheme….With its programs to serve the people, the Party sought to remedy the practical and 
ideological deficits of civil rights ‘progress’ as it was embodied in the War on Poverty.”231 By 
working directly in and for local communities, the organization ensured that their programs 
would serve those who actually needed the services they provided.  
The survival programs were developed to aid the needs of the community, but they were 
meant as stopgaps, not permanent solutions.232 In fact, the programs served “as a model for all 
oppressed people who wish to begin to take concrete actions to deal with their oppression.”233 
According to Newton, the programs were designed to raise consciousness about the deep 
inequities that existed, in order for the community to then rise up and take control over their own 
lives.234 In this way, the survival programs were very similar in mission to earlier initiatives, 
such as Freedom Summer, that strategically recognized that the only way to effect lasting change 
was to ensure that the people were equipped with the tools and knowledge to ensure their own 
fate.  
Just as earlier civil rights groups recognized the importance of photographically 
documenting their activities to retain some measure of control over how their organizations were 
understood, the Panthers had several photographers, including Shames and Eubanks, who 
regularly captured both the programs and the activities of the individual members. Scholar bell 
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hooks suggests that before racial integration, African Americans struggled to create “a counter-
hegemonic world of images that would stand as visual resistance, challenging racist images.”235 
Given the media attention on the Party’s militant appearance, this counter-archive of images 
produced by members or supporters of the Party ensured that the true commitments of the 
organization would be documented and preserved.  
 
One photograph by Shames shows a Party member at a table surrounded by boys 
participating in the Free Breakfast for Children Program in Chicago in 1970 (Figure 74). 
Newton created the breakfast program because the “Party will not let the malady of hunger keep 
our children down any longer.”236 The photograph not only documents the breakfast program, 
but it also addresses the issue of education for black youth. The Party member seems to be 
engaged in conversation with two of the older boys, who both listen attentively to him. The 
expression on the face of the boy in the right foreground of the photograph reveals the 
importance and seriousness of the conversation. He is both calm and enthralled, his right hand 
lightly grasping his cup as if he forgotten to take a drink. His profile and the profile of the Party 
member are in sharp focus, placing the emphasis on them even though there are other boys in the 
photograph. The boy’s stare meets that of the member’s and the two seem to be communicating 
not so much through words as through a mutual understanding and respect.   
 Although the caption to the photograph does not state the topic of the conversation, the 
intensity of the two figures’ gazes and the paper held in the Party member’s right hand suggest 
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that the member is most likely teaching the boy something that falls in line with the Panthers’ 
Ten Point Platform, which included such issues as full employment and economic justice. The 
photograph then, documents what the Panthers sought to do—“to build a community through 
service to the people.”237 Shames suggests that the Panthers’ “black pride was based not on 
denigrating whites, but on showing the black community that it needed to control its own 
destiny.”238 His statement contradicts the popular understanding of the Panthers as exclusive and 
dangerous to society. Instead, by educating the youth involved in the breakfast program on the 
Ten Point Platform, the Panthers were educating the next generation of the importance of self-
determination. 
 Eubanks also photographed the Free Breakfast for Children Program. His photograph 
shows two children in Oakland at the table with plates of food in front of them (Figure 75). 
While the boy on the left does not engage with the viewer at all, the girl on the right looks 
directly at the viewer as she places an orange slice in her mouth. Her eyes contain a hint of 
surprise, as if caught in the act of eating. The tilt of her head and the orange slice half in her 
mouth also suggest that she had not known her photograph was going to be taken. Eubanks thus 
captures the innocence of the child and offers the viewer access to this private moment of eating. 
The angle and close range of the photograph make it appear as if the viewer is joining the table, 
breaking down the boundaries between viewer and subject. The girl is no longer a stranger to the 
viewer; and the viewer is not an outsider or a voyeur to the moment, but a member of the 
breakfast table. The viewer’s assumed relationship with the young girl allows for the Free 
                                                      






Breakfast for Children Program to become a tangible community program instead of just an 
understood idea. 
 In his August 1969 article for Ebony, Newton discussed the philosophy and goals of the 
Panthers. He stated that the goal of the Panther Community Program was to stimulate the 
community into “creative action” to reclaim its self-respect.239 Both Eubanks’s and Shames’s 
photographs serve as visual documentation of the work being done in the community to bring 
pride back to the neighborhood. The Free Breakfast for Children Program fulfilled the Ten Point 
Platform’s first point, “the power to determine the destiny of our black and oppressed 
communities,” in two ways.240 First, the program ensured that all participating children received 
breakfast before school, an action that functioned to both physically and psychologically feed the 
youth. The children no longer had to attend school hungry nor did they have to feel ashamed 
about not having food to eat. Second, as Shames’s photograph shows, the children obtained 
another kind of schooling, one that would perhaps feed their mind and their spirit. Both the 
program and the photograph thus serve to further the social objectives of the Black Panther 
Party. 
 
 The Party also fed the minds of Panther children by establishing schools. The liberation 
schools began in 1969 and were staffed by volunteer Party members after school in storefronts, 
churches, and homes.241  Opening in January 1971, the Intercommunal Youth Institute (later 
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renamed the Oakland Community School) was based on these earlier liberation schools and 
sought to educate the children of Party members, as well as those from around the greater 
Oakland area. Just as Freedom Schools were established in Mississippi to counteract the public-
school education, or lack thereof, that black students were receiving, so too was the 
Intercommunal Youth Institute initiated in direct response to the school system. Recognizing the 
failure of public schools to adequately prepare black youth, the Party formed the Youth Institute 
“in order to begin to break this seemingly endless cycle of oppression.”242 
Due to the systematic targeting of Panther members by the government that resulted in 
many confrontations with the police—often at Party offices and the homes of Party members—
Panther children lived together in order to guarantee their safety.243 Shames photographed 
Panther children attending the Youth Institute, located in their house in Oakland, in 1971 (Figure 
76). The photograph shows twelve children of various ages, each wearing a black beret and 
standing erect with hands by his or her sides. Both boys and girls are shown in the classroom, an 
indication that despite the hypermasculine perception of the Party, women were also involved in 
the organization. Posters of Huey Newton and Bobby Seale as well as various graphic work of 
armed black men and mothers with child, created by the Party’s Minister of Culture Emory 
Douglas, adorn the walls.    
 The posters and illustrations affixed to the walls serve as visual reminders of both Party 
leaders and the goals of the Panthers. They also function as reaffirmations of the role of the 
Panther children. Dressed in black berets and white collared shirts, the children mimic the 
traditional Panther uniform worn by Huey Newton in the poster over the window. Like Newton, 
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the children do not acknowledge the presence of the camera. Instead, most of them stand at 
attention and stare directly ahead.  Their countenance, when compared with that of Newton, 
suggest that the children are being taught in order to carry on the mission of the Party. They 
represent the future, of both the Party and of society. However, the unsmiling gazes of the 
children hint at the complex role they inhabit. They are no longer solely children, but militant 
supporters of the Party, despite their youth and the innocent expressions on their faces. This 
impression of Panther children contrasts sharply with those of the children participating in the 
Free Breakfast for Children Program.   
 For Ralph Ellison, all of American life is “a drama acted out upon the body of a Negro 
giant, who, lying trussed up like Gulliver, forms the stage and scene upon which and within 
which the action unfolds.”244 If the black body is indeed thought of as both the stage and scene of 
American life, then the Party’s use of a particular bodily aesthetic as an index of its socio-
political stance is indicative of both the era and the Black Power movement. Index and 
performance must be discussed together in relation to the Party’s choice of clothing, adornments, 
and other physical attributes. The index, according to Charles Sanders Peirce, is factually 
connected with its object; it does not describe or contain meaning, but instead forces the viewer’s 
attention to the object.245 The beret, leather jacket, and “natural” worn by party members—and 
children, as seen in this photograph—served as an index of the object, that of the organization’s 
political position; and their indexical properties carried with them a history that traversed 
continents before settling in the urban black communities of the United States. At a time when 
style and clothing were highly politicized acts that signified an individual’s socio-political 
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affiliations,246 having children don a uniform immediately associated with the radical nature of 
the Party’s public persona inserted them within a specific performative context that they may not 
have fully understood.  
 
The use and placement of the posters allows Newton’s presence to be felt throughout the 
classroom. The armchair partially seen in the bottom left corner of Shames’s photograph echoes 
the chair in the poster of Newton. The viewer can imagine Newton himself sitting in the 
armchair teaching the Ten Point Platform to the Panther children. In addition, the dark window 
treatment on which Newton’s poster is hung calls attention to the poster. It provides a frame for 
the poster, especially in comparison to the other posters which are hung simply on the light-
colored walls. The placement of the poster on the window treatment also serves another purpose. 
Newton becomes the bringer of light—and enlightenment—as sunlight streams in through the 
window, emphasizing his status as cofounder of the Party and creator of much of the framework 
for the organization’s survival programs.  
The poster of Newton is an enlargement of a photograph taken by Ted Streshinsky in July 
1967 at the Panther headquarters (Figure 77). It is an odd choice for the representative image of 
the Panther leader in the Youth Institute classroom as Streshinsky, a Bay Area-based freelance 
photojournalist, was not affiliated with the Party. However, the image, with Newton seated 
beatifically, cigarette in hand and not looking at the camera, has a certain appeal that went 
against more popular images of the Party leader. Newton’s facial expression is serene, and his 
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pose relaxed. For a classroom filled with impressionable children, perhaps this image of Newton 
made more sense. 
The poster is in fact a double portrait, as what has become the most iconic image of 
Newton—seated in a wicker throne chair with rifle in one hand and spear in the other and 
African shields leaning against the wall—can be seen affixed to the door behind him (Figure 
78). That image, photographed by Eldridge Cleaver, the Party’s Minister of Information, in May 
1967, was taken expressly to transform into a poster that could be sold to raise funds for and 
awareness about the relatively new organization.247 In it,  
Newton seemed to capture and clarify many of the ambiguities and competing strains of 
‘black power’ that had emerged around the discourse. The African artifacts symbolized 
cultural nationalism, a philosophy defined by a glorified African past and the unifying 
force of a monolithic black culture. The rifle and shells collected at Newton’s feet 
signified revolutionary nationalism, an ideology culled from the influential writings of 
Franz Fanon, an identity that emerges from armed active struggle against a group’s 
oppressor. Newton himself, minister of defense of the self-proclaimed vanguard 
organization of the black movement in the United States, personified black nationalism, a 
conviction that only black people can best lead black communities.248   
 
The deliberate setting of the scene suggests that Cleaver and Newton both understood the power 
of the photographic image and the cult of personality. By posing Newton in the same clothes as 
this earlier photograph which hangs, in poster form, behind him, Streshinsky blurs the line 
between image and referent.249  
Erving Goffman suggests that the individual playing a role implicitly asks viewers to 
believe the impression that is created—“that the character they see actually possesses the 
attributes he appears to possess, that the task he performs will have the consequences that are 
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implicitly claimed for it.”250 For Newton, and Party leadership, it was imperative that they set the 
tone for how the organization was to be perceived in order to ensure its success. The multiple 
symbolic props, which may not have been understood by all audiences, imbued Newton with an 
almost otherworldly aura. Meanwhile, the slightly off-center image seems to add to the force of 
his presence, rather than detract from its impact. The spear, which extends almost to the top of 
the photograph, is balanced on the left side of the image by the tilt of Newton’s beret, the slight 
extension of his right leg, and the larger African shield. The throne-like wicker chair produces a 
halo-like effect, recalling Byzantine and Renaissance religious icons.  
The most widely reproduced image of Newton, and of the Party itself, the wicker-chair 
photograph presents conflicting messages about the organization’s priorities. By focusing on one 
of the leaders of the Party, rather than the communities it served, the photograph distracts 
attention from the organization’s mission and survival programs. While the media certainly 
perpetuated the hypermasculine, violent image of the Panthers to the public, this photograph, 
staged by Party leaders themselves, fueled that constructed image through both its contents and 
its dissemination. In speaking about photography from a century earlier, Allan Sekula explained 
the need to project one’s social position: “Every portrait implicitly took its place within a social 
and moral hierarchy. The private moment of sentimental individuation, the look at the frozen 
gaze-of-the-loved-one, was shadowed by two other more public looks: a look up, at one’s 
‘betters,’ and a look down, at one’s ‘inferiors.’”251 Taken during the nascent stage of the Party’s 
existence, this highly posed portrait of Newton was very much about these two “public” looks—
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establishing an identity and a level of control and authority over both the government and the 
masses.  
The wicker-chair poster was tremendously successful in putting the Party on the radar, 
with news outlets such as the New York Times and magazines like Esquire reproducing it. 
However the identity Newton assumed for the image overpowered and misrepresented the 
organization’s mission—something that Newton himself recognized and did not appreciate.252 In 
considering the sociology behind everyday performative actions, Goffman contends that a 
performer can also be completely convinced of his own act, that the impression he creates is in 
fact, reality.253 Kathleen Cleaver, communications secretary of the Panthers, noted, “As 
membership boomed, many recruits fatally confused their [the Panthers’] flamboyant tactics with 
the substance of their goals. Few Panther recruits understood that the theatrical actions were 
primarily a way of dramatizing a revolutionary message, only the initial step in organizing a 
movement for social change.”254 At the height of its popularity, the Party had thousands of 
members in states across the country but no way of organizing them into a cohesive political 
whole that understood and accepted the principal goals of the party. Many joined the 
organization out of a fascination with Newton’s photograph and the media images they saw of 
Panthers in black leather and carrying firearms. Taken away by the “theatrical actions” of the 
group, new members believed that their role would be the gun-toting militants they saw in 
photographs. Understanding this popular preoccupation with the image—and Newton’s 
dissatisfaction with it—perhaps explains why Streshinsky’s photograph was used in the Youth 
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Institute classroom instead. While that photograph prominently features the wicker-chair image, 
its focus is a softer, more approachable version of Newton. 
 
The works by Emory Douglas on the walls of the Youth Institute classroom emphasize 
the priorities of the organization, while also providing inconsistent messages about identity. As 
Minister of Culture, Douglas was responsible for The Black Panther, the official newspaper of 
the Party; and his graphic work representing the Party’s activities and ideologies quickly became 
iconic images of the Black Power movement.255 In addition to appearing in almost every issue of 
The Black Panther, Douglas’s works were featured in posters, pamphlets, flyers, and other 
printed materials, serving as propaganda for the Party. Widely distributed, these materials drew 
on a graphic sensibility to create easily accessible imagery that would appeal to the masses. The 
fact that several posters of Douglas’s work hung in the classroom of the Youth Institute is 
therefore not surprising, and indicates an acknowledgement of the impact his work could have on 
children.   
In these posters, men, women, and children are depicted, either carrying rifles or holding 
Panther literature. One work, shown in two different posters, features a mother holding a baby on 
her hip with a rifle slung over her shoulder (Figure 79). With graphic simplicity, it suggests that 
the mother is and should be armed in order to protect herself and her child. Another work depicts 
a man with a rifle in his right hand and a “Black Studies” book in his left, linking armed 
resistance with knowledge and education (Figure 80). Both the man and the woman are shown 
in what appears to be traditional African dress. These images reflect both the intertwining of the 
past and the future in the conception of African American empowerment, and the recognition of 
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the global freedom movements that coincided with the civil rights and Black Power movements 
in the United States.  
Like the civil rights organizations of the 1960s, the Panthers adopted the struggles of 
disenfranchised people around the world in their rhetoric to appeal to the masses regarding the 
oppression of people of color globally. However, the use of “African” characters instead of 
contemporary African Americans in Douglas’s work is distinctly at odds with the constructed 
image of the beret-wearing, gun-toting Party member. Just as the juxtaposition of Newton and 
African artifacts in the wicker-chair photograph is disjointing, Douglas’s illustrations of 
traditionally garbed African men and women with rifles upsets spaciotemporal concepts of black 
identity. They also go against the definition of the Party that Newton himself laid out when he 
stated that the organization was made up of “revolutionary nationalists” rather than “cultural 
nationalists” who seek “refuge by retreating to some ancient African behavior and culture.”256 
Without additional context, the use of these images by Douglas in the school classroom seems to 
promote an automatic affinity with Africa. However, when displayed alongside posters of the 
Party’s cofounders—Seale’s image is visible in the “Kidnapped” poster at the center of the 
photograph—seemingly conflicting understandings of black identity emerge.  
 
In another photograph by Shames, a young girl is captured working on arithmetic 
problems on a small chalkboard (Figure 81). Other students can be seen seated at desks behind 
her. The room is recognizable as the Youth Institute classroom, based on Shames’s other 
photograph (see Figure 76), due to the Huey Newton and Emory Douglas posters on the wall. 
Sunlight streams in from the large window on the left, just outside the image field. These two 
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photographs by Shames communicate very different messages of the Youth Institute. In the 
group photograph, taken from a wider angle, the children are expressionless and standing at 
attention beside neatly ordered rows of desks. In contrast, the girl’s expression is hopeful as she 
seeks approval from an unseen teacher, while the desks are noticeably all askew. This image was 
taken at close range, and tightly crops the composition so that the girl’s right arm and one corner 
of the chalkboard are cut out of the frame. The two images together are similar in effect to the 
two photographs of Newton discussed earlier. The group photograph mimics the wicker-chair 
image in tone and message, projecting a militant impression of the Panther children, while the 
solo photograph, similar to Streshinsky’s photograph, suggests a more intimate, familiar 
relationship with the girl.  
By 1972, the earlier rigidity at the Intercommunal Youth Institute had disappeared, 
perhaps reflecting the growth of the school as it expanded to include neighborhood children 
rather than just children of Party members. Shames’s photographs show this shift, with images of 
students and teachers in everyday clothing instead of the standard Panther uniform. The focus on 
education and the mission of the Party is still apparent in these images, but are now 
supplemented with ideas of fun and play. A 1972 article in Jet echoes this transformation in the 
Party’s focus. Largely a profile on and interview with Newton, who is featured on the 
magazine’s cover, it states that “the Black Panthers are consciously concerned about the image 
they project….The image today, fashioned after months of internal squabble among different 
factions of the party and disputes over direction between exiled fugitive Eldridge Cleaver and 
Huey P. Newton, is one of a community organization taking care of business for Black 
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people.”257 The article credits Newton for this change, and discusses the numerous survival 
programs that had recently been enacted. 
In one 1972 photograph by Shames, Brenda Bay, then director of the school, sits with a 
class of four children (Figure 82). The image itself reads like a tableau, with two boys seated at 
desks on the left and Bay seated on a built-in bench with two girls standing close beside her. 
Although the image appears staged, the bond between teacher and students is apparent. The 
relaxed positions of the individuals, with one girl leaning against Bay, suggests a familiarity and 
ease that is not present in the earlier group photograph of Youth Institute students. Another 
photograph, also from 1972, shows two female students working together at a table (Figure 83). 
The tightly-cropped image emphasizes the engagement and concentration on the girls’ faces. The 
girl on the left appears to be deep in thought, resting the top of her pencil inside her mouth as she 
looks down at her page. The other girl peers expectantly at her, with her pencil at the ready as if 
to write down what she says.  
These two photographs, although different in composition and tone, reflect the shift in the 
approach to education for the Party. In both cases the children appear to be more at ease, their 
expressions relaxed instead of stiff. In the earlier photographs, the prominence of the uniform 
recalls the emphasis the American Missionary Association placed on behavior, dress, and 
comportment for African American students. This late nineteenth-century idea of molding and 
shaping students to fit an ideal—a value influenced by evangelical Protestantism at the time—
can also be seen in the Party’s overall regimented structure, found most clearly in the Panther 
uniform, and the image it projected to the world. The later images of the Youth Institute 
                                                      




however, suggest the influence of John Dewey and other proponents of progressive education 
and experiential learning.  
 
The success of experiential learning models, seen through the efforts of the Freedom 
Schools and nontraditional schools in the Bay Area, impacted the pedagogical model utilized by 
the Intercommunal Youth Institute. Like Charlie Cobb’s proposal for the Freedom Schools, 
administrators at the Youth Institute built a curriculum that combined traditional subjects such as 
English, math, and science with activities that put students in direct contact with the mission of 
the Party and the systems of racial and class inequities that led to the civil rights and Black 
Power struggles.258 For example, students as young as four-years-old learned writing skills by 
penning letters to incarcerated Party members and other political prisoners. All children were 
also exposed to other survival programs, such as helping out during food and clothing 
giveaways. The goal of the school was to impart children with all of the skills and knowledge, 
both academic and social, they would need in order to overcome the class and race disparities 
that existed in society.  
Ericka Huggins, who became director of the school in 1974, later explained: “I think that 
the school’s principles came from the socialist principles we tried to live in the Black Panther 
Party. One of them being critical thinking—that children should learn not what to think but how 
to think…the school was an expression of the collective wisdom of the people who envisioned it. 
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And it was…a living thing [that] changed every year.”259 In providing students with both a 
traditional education and the skills needed to be politically active and aware, the Youth Institute 
sought to “expose the children to a great deal of information and direct experience with the world 
so they can receive a more realistic view of the world,"260 thus fulfilling the school’s mission to 
“educate to liberate.”261 This commitment to education can be seen in the attention paid to the 
curriculum. Based on the dialectical teaching method, which emphasizes and encourages critical 
thinking based on discussion, the Youth Institute’s curriculum taught students to ask questions, 
work together, and create and implement solutions.262 This method of teaching is derived from 
dialectical materialism, a philosophy, adopted by the Black Panther Party, based on the writings 
of Karl Marx and Friedrich Engels that emphasizes the importance of the material world—local 
and global conditions such as class and labor—on reality.263  
  
In addition to the Free Breakfast for Children Program and the Intercommunal Youth 
Institute, the Panthers also organized many other community activities and programs. Flyers and 
illustrated posters were made and distributed to advertise these free activities. One such flyer 
announced the opening of the Bobby Seale People’s Free Health Clinic (Figure 84). The flyer 
states, “A persons’ [sic] health is their most valuable possession. Improper health care and 
inadequate facilities can be used to perpetuate genocide on a people…. The people must create 
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institutions within our communities that are controlled and run by the people in order to ensure 
our survival.” The survival programs as a whole were based on the understanding that African 
Americans needed to create their own institutions. Like the People’s Clinics, the Youth Institute 
was the result of this deep recognition that change would only come if the Party created it for 
themselves and their community.  
 Although the Party did seek community awareness and involvement in their activities, 
their attempts to positively publicize their organization were impeded by outside factors. 
Shames’s photographs were not published until almost forty years after they were taken. While 
Shames did provide photographs for The Black Panther, the Party’s weekly newspaper, his own 
attempt at publishing his collection in 1970 was ultimately rejected due to political pressures on 
the publishing company.264 His inability to publish the photographs on a wide scale during the 
height of the Panthers’ activities complicates the viewer’s understanding of the organization and 
its reputation.265 The documentary style of Shames’s photographs and the personal message that 
they bear were not available to the contemporary public and the public for many years after. 
Community survival programs run by the Black Panther Party may have gone unknown to the 
general public, especially considering the media’s emphasis on other, seemingly more 
sensational, aspects of the Party. Shames’s objective when documenting the activities of the 
Panthers thus failed to be understood and digested by the public during the time the photographs 
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were taken. While his works were intended for wider consumption, they functioned, at the time, 
in a manner similar to those taken by Freedom Summer volunteers. The lack of access to his 
photographs could therefore possibly have prevented the Party from effectively countering the 
image projected by mainstream media.   
 
The Private and the Individual 
While Newton and other leaders of the Black Panther Party are the ones most 
recognizable in media images, the regular members of the Panthers played a crucial role in the 
implementation of survival programs and the dissemination of ideas. Shames documented the 
participation of such members, with many of his photographs showing members in conversation 
or at play with children.266 These photographs of private moments and community interactions 
provide an alternative story to the one commonly told in the media. Instead of a chauvinistic and 
dangerous organization of men carrying weapons, the Panthers become mere humans and playful 
companions.   
The popular understanding of the Panthers in the media can be seen in the photographs 
included in Huey Newton’s article for Ebony.267 In the article, Newton addresses the issue of 
regaining independence from America’s capitalistic society in order to achieve personal, political 
and economic freedom. Although he does not mention a call to arms in order to realize such 
freedom, and in fact, stresses the importance of education, most of the photographs included with 
his article emphasize the militance of the Panthers. Unlike the photographs by Eubanks and 
Shames, which sought to show the humanity behind the Panthers, these photographs project the 
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image of the Party as strong, both in numbers and in spirit. However, they, for the most part, do 
not celebrate the individuals depicted in the photographs. The viewer does not get a sense of who 
the individual members are. The captions to the photographs also provide little information as to 
the identities of the members. Instead, they state the descriptions of the photographs in neutral 
language that does not evoke any emotional response from the reader. This lack of 
individualization places the viewer at a distance from the Party and its objectives. She is not 
invited to feel any personal connection to the demonstrations and rallies photographed since she 
is not offered a visual or emotional way into the images.    
The one photograph from the Ebony article that does exude a sense of humanity and 
compassion is of Newton in prison. This image extends across the width of the page into the 
previous page, providing a visual link between the two pages and among the other photographs 
(Figures 85 and 86). Newton is shown looking through a window to the visitors’ lounge of Los 
Padres Men’s Colony. His face is almost perfectly captured within one frame created by a pane 
of glass.  The viewer therefore has an uninterrupted view of Newton’s face. In addition, by 
placing his hand to his face and staring at the viewer, Newton adopts a pose of intelligence and 
reflection. The entire composition of the photograph serves to project an image of Newton as the 
contemplative and courageous individual.   
Newton’s stare both draws the viewer in and challenges her. The window serves as a 
visual reminder that he is imprisoned, a cue made more effective by the window’s resemblance 
to a jail cell door. The viewer becomes the outsider looking in at both Newton’s wrongful 
imprisonment and his private self. She is meant to think about the reasons behind Newton’s 
sentence and perhaps question them, especially considering the image Newton has projected of 
himself. He does not directly appeal to the viewer’s emotions, but his expression and the 
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physical barrier between him and the viewer make Newton appear vulnerable and force the 
viewer to feel, to some degree, regret over his predicament. This interpretation of Newton 
sharply contrasts with the impression garnered from the wicker-chair poster carried by several 
Oakland Party members during a rally, represented in the photograph directly below the one of 
Newton in jail (Figure 87).  
 The militant image of the Panthers, as seen in the wicker-chair poster, is countered with 
many photographs by both Eubanks and Shames that show Party leaders and members in 
moments of quiet reflection and loving embraces. These photographs present a more human side 
of the leaders, as opposed to their public persona characterized by black leather and weapons. 
Eubanks captures Bobby Seale, the co-founder and first chairman of the Panthers, seemingly 
surrounded by Party members yet distracted in thought (Figure 88). The other members are 
blurred in the background and Seale’s face is the focus of the photograph. He is shown in profile; 
his face is sharply defined but his expression is soft. Seale gazes at something not shown in the 
photograph, but the expression on his face suggests that he is thinking about something else. 
There is a sense of quietude about the photograph, despite the noise that must be surrounding 
Seale. Similar to the photograph of Huey Newton in jail, this photograph shows Seale in a 
moment of reflection. He is no longer the angry vocal leader of the Panthers, but a man in 
contemplation. The angle at which Eubanks shot the photograph prevents the viewer from seeing 
all of Seale’s face. The viewer sees Seale from a slightly higher position, therefore making it 
impossible to read the expression in his eyes. Thus, while Seale is shown in an off-guard moment 
of reflection, he remains, for the most part, emotionally inaccessible to the viewer. The 
photograph thus seems to serve as a cautious entry into the private side of both Seale and the 
Panthers as a whole.  
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The photographs by Eubanks and Shames and in Ebony magazine portray a more 
personal and private side to the members of the Black Panther Party. Individual members 
become accessible to the viewer as they reveal aspects of themselves to the camera. These 
moments are, for the most part, not shown in photographs published for mainstream media. They 
therefore are lost to those viewers whose only impression of the Panthers is derived from media 
images. By highlighting the private moments and individual members of the Panthers then, 
photographers like Eubanks and Shames attempt to educate the public on the people behind the 
Party’s public persona. However, although the photographs bring the viewer to a better 
understanding of the Panthers as a whole, the lack of access to the photographs during the time 
they were taken prevented them from having a greater impact on the public. In this way, the 
photographs fail to achieve their purpose, and they exist primarily as belated documentation of 
the Black Panther Party.  
 
Public Awareness and Understanding of the Party 
Since photographs by Shames and Eubanks were not printed in mass form until several 
decades after the height of the Black Panther Party, much of the general public’s understanding 
of the Panthers during the 1960s and 1970s derived from mainstream media images and articles. 
The photographs printed in such newspapers as the New York Times and in such magazines as 
Ebony therefore played an important part in the public’s knowledge of the ideologies of the 
party. While the Times may not have been accessible to the African American community across 
the nation, Ebony, as a national magazine directed toward African Americans, had the 
opportunity to educate the community on the issues raised by the Party. Like the Times however, 
Ebony did not cover any of the events or community programs run by the Panthers, with 
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Newton’s 1969 article the only one over a five-year period to focus on the work of the Black 
Panther Party. 
Instead of articles on the work of the Panthers, several issues of the magazine during 
these years include articles dedicated to the legacy of Martin Luther King Jr. One May 1968 
article titled “The Martyrdom of Martin Luther King, Jr.” features several pages of photographs 
of celebrities and other famous people who attended King’s funeral. Other articles during these 
five years highlight the work of Coretta Scott King and a film commemorating King’s death. In 
these Ebony articles King reaches the status of beloved martyr and saint. His nonviolent civil 
disobedience tactics strongly contrasted with the methods used by the Black Panther Party. 
Malcolm X, who was assassinated in 1965 and whose methods were the model for Huey Newton 
and Bobby Seale when conceiving the Party,268 is hardly mentioned in these same Ebony issues; 
and there is only one article, written by his wife Betty, that commemorates his legacy. Yet both 
Malcolm X and Martin Luther King Jr. worked to achieve civil rights for African Americans. 
The focus on the work of the late King instead of on the current work by the Panthers in local 
communities and throughout the nation as a whole in Ebony suggests that the magazine favored 
King and his nonviolent method of achieving civil rights over the Panthers and their more 
militant methods. The magazine’s bias in this regard is seen throughout its treatment of 
Newton’s 1969 article.   
Huey Newton, who is described in an article in The Black Panther as a genius for “being 
able to TAP this VAST RESERVOIR of revolutionary potential”269 (author’s emphasis), served 
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for many years as the Party’s spokesman and public face. Newton’s imprisonment for voluntary 
manslaughter of a white Oakland police officer served as a rallying cry for the Black Panther 
Party, a fact echoed by the editor of Ebony in the editor’s note included with Newton’s article. In 
it, the editor gives a brief sketch of Newton’s imprisonment and the result across the nation for 
black youth. The note also suggests that since little is known about the Panthers, “[i]n keeping 
with its policy of presenting diverse shades of opinion found in the black community,”270 Ebony 
is including Newton’s article on the philosophy of the party. This note, while perhaps helpful to 
those readers who are unaware of the Panthers’ ideologies, seems to imply that the Party is 
misunderstood and perhaps, not understood at all by the community it seeks to serve. The note 
also acknowledges the fact that the Party is controversial, even in the black community, and that 
it holds opinions that are “diverse.” In a way then, the editor’s note places the reader in a certain 
mindset before she has even read the article. The reader is led to believe that the Panthers do not 
fall in line with mainstream culture and that they therefore can be discredited. The editor’s note 
and the lack of articles on the organization overall thus suggest an editorial stance that disagreed 
with, if not totally disapproved of, the Panthers. The images included with the article, except for 
the one of Newton in prison, are consistent with the editorial stance of Ebony. Instead of 
focusing on the survival programs held within the community, the photographs emphasize the 
militance of the group.  
Although there are several photographs of the demonstrations and rallies held by the 
Panthers in the Ebony article, none of the photographs show women in action. While many 
women did participate in the Panthers, they are not highlighted in the Ebony photographs nor are 
they mentioned as being involved in the activities of the Party. Unlike popular depictions of a 
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predominantly chauvinistic association, male and female Panthers were judged as equals, both 
were seen for their abilities and contributions to the Party.271 For those Ebony readers with little 
knowledge of the Black Panther Party, the lack of images depicting women may suggest to them 
that the party is a chiefly or solely male group. This understanding, in turn, can discourage 
female readers from learning more about or taking part in the Panthers. Though this may not 
have been the explicit intention of the magazine, if the editor did object to the methods of the 
Panthers, he may have purposely chosen photographs that did not portray women.   
The Party’s paramilitary style, with black leather, black berets and weapons, resulted in a 
false notion that its members were all men.272 The photographs chosen by the media, such as 
those in Ebony, further this assumption. However, Kathleen Cleaver, the Communications 
Secretary for the Panthers and the wife of Eldridge Cleaver, suggests that the women of the 
movement—most notably the wives of the leaders of the Panthers—committed themselves to the 
movement and seldom discussed what it meant to be a woman in the Party.273 Instead, men and 
women both were caught up in the moment, especially in the campaign against Huey Newton’s 
trial for murder. While the two sexes may have worked together side-by-side, the lack of media 
images of women in the Party effectively obliterates them from the general understanding of the 
Panthers.274    
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While the circumstances surrounding Newton’s imprisonment should have been 
newsworthy, especially considering race and Newton’s position in the Black Panther Party, the 
New York Times did not extensively cover the story or its aftermath. In fact, the only mention of 
Newton’s shootout with Oakland police in the Times the day after the incident is a four 
paragraph Associated Press article that describes the police officers involved and the shootout. 
The article implies that the officers were taken by surprise, since they were both alone in their 
respective cars when “[s]uddenly shots rang out.”275 However, Herbert Heanes, the second police 
officer at the scene, testified to the grand jury that he never saw a gun in Newton’s hand.276 The 
last paragraph of the article states that the Party is a “black nationalist organization” that “made 
an armed intrusion into the chambers of the state legislature in Sacramento”277 in May. By not 
explaining the reason for the “armed intrusion,” the article leaves the reader to infer that the 
intrusion was unwarranted and placed people in danger. Since most readers would not know that 
the Panthers were responding to California’s legislation to ban firearms in public, they would 
automatically assume the worst of the organization. The article thus effectively places the 
Panthers in a negative light without explicitly stating an opinion.   
In a July 20, 1968 article on the organization in the New York Times, the writer uses 
Newton’s case as a backdrop for discussing the internal and external politics involved in the 
Party. However, the article opens with and concentrates on the emergence of Eldridge Cleaver, 
the Minister of Information for the Panthers, as the new spokesman and leader, and not on 
Newton himself. Instead of publishing photographs of Newton speaking at demonstrations and 
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rallies, the Times chose a stock photograph of him taken by Ted Streshinsky that only shows 
Newton’s face and chest (Figure 89). This posed photograph does not provide the reader with 
any understanding of Newton or of the Panthers. Similar to portraits taken for school yearbooks, 
the photograph of Newton in the Times strips him of much of his personality. Instead of the 
charismatic public “face” of the Black Panther Party, Newton becomes just another black face, a 
fact furthered in both the text of the article and the captions of the photographs.   
Newton’s photograph was published alongside a photograph of Eldridge Cleaver and one 
of William F. Knowland, the former Republican leader of the United States Senate and publisher 
of The Oakland Tribune, and according to the Times’s caption, a vocal opponent of the Party 
(Figure 90). Together, the captions for the photographs lay out a certain narrative. Each caption 
labels its respective photograph: Cleaver is labeled the “Spokesman,” Knowland the “Critic,” 
and Newton the “Accused.” While Cleaver and Knowland are given their job titles so that the 
reader understands who they are, Newton is not identified as the Minister of Defense of the 
Panthers. Instead, he is said to have “become a potential martyr for the Panthers.”278 In addition, 
the captions for Cleaver and Knowland state their positions on a particular issue, giving them a 
decisive voice, while the caption for Newton places him as a passive receiver of a position—
“potential martyr.” The captions thus suggest that Newton has become solely a rallying figure for 
the Panthers and not an active, and otherwise important, member.   
Sekula suggests that “photographs, in themselves, are fragmentary and incomplete 
utterances” and that meaning is derived only when the photograph is placed in context with 
conditions like its associated text and layout.279 This reading, an intensification of Barthes’s 
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relationship between the caption and the image,280 thus insists that the photographs and their 
respective captions seem to hold the same meaning. The title for each caption thus more easily 
associates itself as the title of the person photographed. For Cleaver then to be titled the 
“Spokesman” and Newton the “Accused” signifies a change in leadership. By taking the caption 
to be a literal translation of the photograph, the viewer comes to the understanding that Cleaver 
has supplanted Newton as the chief Panther. This understanding of the new Panther leadership is 
furthered by the photographs themselves.   
In reading the photographs from left to right, Cleaver’s photograph is seen first and 
Newton’s last. The placement of the photographs further seems to relegate Newton to a position 
of inconsequence. Furthermore, the photograph chosen of Cleaver promotes the image of the 
Panther as strong and enigmatic, with large dark black shades covering his eyes. Cleaver’s mouth 
is set, his expression impenetrable. He appears confident, both physically and intellectually.  
Newton’s photograph, however, emphasizes his youth. His clear bright eyes stare out, not at the 
viewer, but off to a distant land or thought. His mouth contains a hint of a smile. While Newton 
wears the traditional black leather jacket and black beret, the overall impression is not one of 
militance, but of idealism. The viewer sees Newton as the embodiment of youth, and perhaps, of 
innocence. He does not appear to be unapproachable, as Cleaver’s photograph shows him to be. 
His face is one that is meant to appeal to the public. The photograph thus promotes Newton’s 
position as the potential martyr for the Panthers.   
Featured above the three photographs is another, larger image. Instead of a portrait, this 
photograph shows a crowd of Panthers with posters picketing the Alameda County Courthouse 
in Oakland during Newton’s trial (Figure 91). The posters contain various messages that include 
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“Freedom for Huey” and “Free Huey.” The “Free Huey” campaign became the Panthers’ main 
focus, gathering support from both the African American community and some sympathetic 
whites.281 While the crowd of picketers is in the foreground of the photograph, armed Panthers 
standing on the courthouse steps are visible in the background. The seeming disorganization of 
the picketers, many of whom stand with relaxed postures, is in sharp contrast to the erect stances 
of the armed Panthers. From this juxtaposition, the viewer gets a sense that the “Free Huey” 
campaign may not have had the complete support of all of the people involved. Instead, some of 
the picketers seem to be idling around and distracted from their task. Unlike the armed Panthers 
and two Panthers in the far right of the photograph who stand rigid, many of the picketers face 
away from the direction of their picket line toward the courthouse. Some also seem to be talking 
to each other in small groups. Therefore, despite the message that the “Free Huey” posters carry, 
the picketers undermine the purpose of the campaign by appearing dispassionate and 
unconcerned.   
The articles and photographs in both the New York Times and Ebony portray the Black 
Panther Party in a manner that reflects a certain disapproval of or distancing from the 
organization. While media coverage certainly helped the Party reach a national audience, it also 
worked to challenge the Party’s methods and objectives. Under the guise of fact reporting and 
impartiality, both the Times and Ebony were able to undermine the Party’s mission. While they 
may not have specifically sought such an outcome, the two media sources, by both omitting 
information and providing extra information graphically and textually, framed the reader’s 
understanding of the Party. This ability to influence a photograph’s meaning is why Gordon 
Parks insisted on writing the texts that accompanied his photographs for Life magazine. Parks’s 
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reputation as a photographer who aptly managed both his political activism and his documentary 
practice gave him access to Eldridge and Kathleen Cleaver, members of the NOI, and Malcolm 
X, all figures who had highly volatile reputations in the media. Parks’s sympathetic handling of 
his subjects, seen particularly in his portrait of the Cleavers (see Figure 31) and the 
accompanying interview, is in stark contrast to those images and articles published in the Times 
and Ebony.  
 
The Downfall and Legacy of the Panthers 
 While the popular understanding of the Black Panther Party has led to many 
misconceptions of the organization, that understanding is not totally incorrect. Like other 
organizations, the Party itself held many seemingly contradictory views, views that helped 
destabilize its mission and eventually led to its own destruction. The photographs by Shames and 
Eubanks highlight both these contradictions and the good that resulted from the Party’s 
commitment to the community and equality. In contrast, newspaper and magazine articles and 
photographs focused for the most part on the paramilitary appearance of the Panthers. The 
photographs published in Ebony and the New York Times only show the outward manifestations 
of Party members and not their personalities or community work. While these media sources did 
bring the Panthers to national attention, helping to expand their membership and influence across 
the nation, the media also determined how the Panthers would be understood by the general 
public. 
Photographs of the Black Panthers in their “uniform” of berets and black leather, when 
taken out of context, served to put the general public in fear and emphasized the militance of the 
Party. They do not justly function as a voice for those individuals pictured. Instead, they act as a 
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reinforcement of the stereotype of the black man (and woman, although largely missing from 
these images) as dangerous to society. As records of the Party’s activities, these photographs 
present a mostly one-sided view that is detrimental to the general understanding of the Party’s 
mission and work, especially for those who are removed from the organization’s presence in 
urban areas. The media coverage of the Party thus created and bolstered the public image of the 
Party as a paramilitary, male-dominated organization, an image that continues to exist for the 
most part to this day.   
In addition to their portrayal in the media, the Panthers suffered from internal and 
external problems that distracted them from their mission for political and economic freedom. 
The “Free Huey” campaign, while bringing the plight of the Party leader and others like him to 
national attention, also gave Newton iconic status. He became the Party’s martyr, and a cult of 
personality quickly followed. Newton’s status allowed him to get away with his often erratic 
behavior, which included substance abuse and tyrannical bouts.282 His conduct, along with other 
problems about the Party, led to the departure of many members, including Bobby Seale and 
Eldridge and Kathleen Cleaver. These internal problems and the external pressures applied to 
individual Party members and the organization as a whole—namely the police and government 
organizations—resulted in an overall dwindling membership and the eventual discontinuation of 
the Party. While the Party itself only existed from 1966 to 1982, the photographs taken by 
Shames and Eubanks along with the media coverage of the Party ensured that both the legacy 
and the legend of the Party, however misconstrued, would continue.   
In 1974, the Intercommunal Youth Institute changed its name to the Oakland Community 
School. Although the school closed the same year the Party dissolved, it, like the organization, 
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had a lasting impact on the community it served. At its height, the school taught 150 children per 
year and had a waiting list for enrollment. In addition to educating the youth, the school also 
offered free tutoring, dance and music classes—and through the Party’s nonprofit Oakland 
Community Learning Center—teen programs, employment opportunities, and other Party-
generated survival programs.283 While the media may not have paid attention to the work of the 
Youth Institute in the early 1970s, the Oakland Community School was recognized during its 
time as a model for progressive education. This commitment to quality education for African 
Americans, which first took center stage in the mid-twentieth century with the desegregation of 
Central High School, ensured that education remained a critical issue in civil rights discussions 
and legal battles.  
 
                                                      






If the desegregation of Central High School was the first major test of Brown v. Board of 
Education, then the establishment of both the Freedom Schools and the Intercommunal Youth 
Institute was in many ways a result of the lessons learned from that experience. While the 
Supreme Court ruling was a major victory in civil rights efforts, the integration of public schools 
did not solve the issue of access to quality education for African American students. In fact, the 
actions of Governor Faubus both during and after the 1957–58 school year, and other 
government and school leaders in the South, served as strong evidence to some civil rights 
organizations to take the education of black youth into their own hands. Although the Freedom 
Schools began as a concentrated summer effort in Mississippi, several of the schools remained 
open after the end of the summer. Additionally, the success of the Freedom Schools and other 
similar nontraditional places of learning encouraged the Black Panther Party to form their 
liberation schools, with the Oakland Community School becoming perhaps the most enduring 
legacy of the advances made in black education during this period.  
The fifteen years between the desegregation of Central High School and the early years 
of the Intercommunal Youth Institute saw an overwhelming tide of civil rights efforts along with 
the growth of other social and political movements. The struggles and achievements of these 
various movements—even if they played out in smaller cities and towns such as Little Rock, 
Arkansas; Hattiesburg, Mississippi; and Oakland, California—were given a much larger platform 
due to the impact of the print media on the collective consciousness. The utilization of 
photography in influencing public opinion and advancing a political or social cause was not new 
in the mid-twentieth century. However, the intense media spotlight on civil rights efforts and the 
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growing access to and interest in forms of media, including television and glossy magazines, led 
to a surfeit of images that both revealed and disguised the motivations, intentions, and outcomes 
of civil rights organizations.   
 Out of the thousands of photographs produced during this period, a select number has 
come to define the era, recirculating via the press, art, popular culture, and scholarly work. These 
images together present an overarching public understanding of the twentieth-century black 
freedom struggle, which has been divided between the civil rights movement—what Bayard 
Rustin identified as the “classical” phase of the struggle that began with the Brown v. Board of 
Education decision and ended with the Voting Rights Act of 1965—and the Black Power 
movement.284 However, this public perception of the period is misleading. In discussing a 
journalist’s 2007 description of Walter Gadsden, an African American high school student, in a 
photograph taken during the Birmingham campaign of 1963 (Figure 92), Martin A. Berger 
argues that “Whites today see ‘passivity’ either because their outlook is conditioned by earlier 
descriptions of the photograph or because they have internalized the dominant narrative for 
interpreting civil rights.”285 The interpretation of these images has thus largely resulted in 
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retaining the status quo, with whites remaining in their positions of power, either by the actions 
depicted in the images or the words used to describe them.286 
 While civil rights photographs supported and helped advance many of the causes for 
which African Americans struggled at mid-century, the most enduring of these images in the 
public sphere “occluded various racial facts, including the agency of blacks in shaping American 
history and the shared beliefs of reactionary and progressive whites.”287 Elizabeth Eckford 
became a symbol of courage, but was also a victim of hatred, with media accounts emphasizing 
her innocence against an angry white mob. Civil rights leaders in the 1950s and 1960s, whether 
they recognized it or not, largely accepted this general characterization as it stirred sympathetic 
reactions and created the perception of a nonthreatening operation, allowing them to make 
strategic moves both in the public eye and under the radar. In the mid-1960s, the shift by 
activists in the acceptance of this relationship with the media coincided with a growing 
dissatisfaction with the slow pace of change, resulting in a divide between an organization’s 
mission and public understanding of it, as seen in the print and film reportage of the Black 
Panther Party. The narrative of good versus evil, peaceful protests versus violent confrontations 
that had pervaded the media’s coverage of the civil rights movement was reversed so that the 
newly emerging leaders of the Black Power movement became the strident enemies of the state 
against an increasingly battle-worn country. The images circulated of the militant Party was in 
sharp contrast to those of the silently suffering Eckford, indicating a tide change in the media’s, 
and therefore the public’s, support of civil rights struggles.  
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In spite of this change in the media’s coverage of this period in U.S. history, its 
importance to civil rights organizations cannot be dismissed. In 1957, the flood of articles and 
photographs related to the Little Rock Nine in newspapers across the country seemingly proved 
the public’s appetite for content related to the relatively new civil rights agenda. Civil rights 
efforts had, of course, been going on long before the 1950s, but it was the mid-1950s, with the 
crisis at Central High following on the heels of the 1955–56 Montgomery Bus Boycott, that 
cemented national interest in the civil rights movement. This growing national awareness of the 
struggles of African Americans to gain equal rights fueled efforts by organizations to utilize the 
media in their cause. Learning from the public interest in and consumption of images, black 
leaders and civil rights organizations embarked on a widespread campaign to produce and 
distribute their own content, ensuring that they had some measure of control over how their 
efforts were being perceived and understood. Strategically, they recognized that images of civil 
rights leaders, most apparently Martin Luther King Jr., and black youth would have the greatest 
impact on the public.  
With photographers ranging from photojournalists affiliated with major national 
publications, such as Gordon Parks and Charles Moore for Life; those embedded within an 
organization, like Danny Lyon for SNCC or Stephen Shames with the Black Panther Party; and 
amateurs documenting their personal experiences, including the many Freedom Summer 
volunteers, the African American freedom struggle in the mid-twentieth century was well-
documented for both public and private audiences. However, despite the efforts of civil rights 
organizations, much of their important daily work—the endeavors to equalize educational 
opportunities being central among them—went largely unseen by a larger public in favor of 
sensationalized or violent encounters between African Americans and whites. Many of the 
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photographs produced of Freedom Summer and the Intercommunal Youth Institute circulated 
only amongst a few at the time they were produced, unfortunately keeping the visual evidence of 
successful models for education from being seen by a wider audience. 
The images produced of the Little Rock Nine and the students at both the Freedom 
Schools and the Youth Institute however, are essential records with an impact that extends 
beyond the time they were taken. Nicholas Mirzoeff has emphasized the importance of studying 
the visual image as “an archive in its own right.”288 With the saturation of photographs of this 
moment in history, individual images, especially those that have not necessarily been part of the 
accepted visual record, become crucial to gaining a better understanding of the true motivations 
and objectives of the black freedom struggle. If “every photograph is a certificate of 
presence,”289 then the use of photography in documenting education and pedagogy at work 
during this time becomes even more important as these images evince the process of learning, 
and of becoming. At a time when African Americans were increasingly taking charge of their 
own fates—whether by the nonviolent tactics of the civil rights movement or the militant stance 
of the Black Power movement—photography’s ability to capture black agency at work helped 
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Figure 1. Moneta Sleet Jr. (American, 1926–1996), Rosa Parks, Dr. and Mrs. Abernathy, Dr. 
Ralph Bunche, and Dr. and Mrs. Martin Luther King Jr. leading marchers into Montgomery, 





Figure 2. Charles Moore (American, 1931–2010), Freedom Marchers joining hands to sing “We 











Figure 4. Gordon Parks (American, 1912–2006), Malcolm X Holding Up Black Muslim 












Figure 6. Robert A. Sengstacke (American, 1943–2017), Untitled (MLK and Crowd in Chicago), 






Figure 7. Moneta Sleet Jr., Dr. Martin Luther King Jr. in the midst at the March on Washington, 




















Figure 10. Roy DeCarava (American, 1919–2009), Two marchers talking, Washington, D.C., 











Figure 12. Bruce Davidson (American, born 1933), Young Man with “Vote” Painted on 






Figure 13. Danny Lyon (American, born 1942), Fannie Lou Hamer, Hattiesburg, Mississippi, 


















Figure 16. Danny Lyon, Bob Dylan Playing Behind the SNCC Office, Greenwood, Mississippi, 







Figure 17. Richard Avedon (American, 1923–2004), George Wallace, Governor of Alabama, 






Figure 18. Richard Avedon, George Wallace, former Governor of Alabama, with his valet, 






Figure 19. Richard Avedon, Julian Bond and members of the Student Nonviolent Coordinating 






Figure 20. Charles Moore, Firefighters aiming high-pressure water hoses at civil rights 






Figure 21. Charles Moore, Police using dogs to attach civil rights demonstrators, Birmingham, 






Figure 22. Bruce Davidson, National Guard Soldiers Escort Freedom Riders, Montgomery, 

















Figure 25. Ernest C. Withers (American, 1922–2007), William Edwin Jones puses daughter 











Figure 27. Ernest C. Withers, Young woman receives her vote registration card, Fayette County, 






Figure 28. Robert A. Sengstacke, Untitled (Catching the Ball at the Wall of Respect), 1967, 













Figure 31. Gordon Parks, Eldridge Cleaver and His Wife, Kathleen, Algiers, Algeria, 1970, 





Figure 32. “Eldridge Cleaver in Algiers, a visit with Papa Rage: Nineteen Men the Panthers 




Figure 33. Unidentified photographer, Untitled, September 4, 1957, photograph, published in the 






Figure 34. Unidentified photographer, Untitled, September 4, 1957, photograph, published in the 







Figure 35. Will Counts (American, 1931–2001), Untitled, September 4, 1957, photographs, 










Figure 36. Will Counts, Untitled, September 4, 1957, photograph, published in the Arkansas 





Figure 37. Will Counts, Untitled, September 23, 1957, photograph, published in the Arkansas 






Figure 38. Will Counts, Untitled, September 23, 1957, photograph, published in the Arkansas 










Figure 40. Unidentified photographer, Lynching of Thomas Shipp and Abram Smith, 1930, 












Figure 42. O.D. Gunther, Untitled, September 25, 1957, photograph, published in the Arkansas 

























Figure 46. United Press Photo, Untitled, September 8, 1957, photograph, published in the 











Figure 47. William P. Straeter, Students Resist Integration, September 9, 1957, published in the 














Figure 48. Will Counts, Untitled, September 4, 1957, photograph, published in the New York 







Figure 49. Associated Press Wirephotos, Untitled, September 4, 1957, photograph, published in 






Figure 50. Will Counts, Untitled, September 23, 1957, photograph, published in the New York 






Figure 51. Will Counts, Untitled, September 23, 1957, photograph, published in the New York 






Figure 52. Will Counts, Untitled, September 23, 1957, photograph, published in the New York 


































Figure 56. J.T. Zealy (American, 1812–1893), Jack (driver), Guinea. Plantation of B.F. Taylor, 











Figure 58. Ronnie Moore (American, born 1940), Meridian Community Center, Mississippi, 














Figure 60. Herbert Randall (American, born 1936), Two African-American Children Enjoying 
















Figure 62. Berenice Abbott (American, 1898–1991), Harlem Art Center: I. 290 Lenox Avenue, 







































Figure 68. Margaret Hazelton (American, born 1942), Local teens at the community center, 
































Figure 72. Sheila Michaels (American, 1939–2017), Courtroom drama, Priest Creek Church, 













Figure 73. Unidentified photographer, Untitled, 1969, published in Huey P. Newton, “The Black 








Figure 74. Stephen Shames (American, born 1947), [Free Breakfast for Children Program, 






Figure 75. Jonathan Eubanks (American, born 1927), Two Children in the Panther Breakfast 













Figure 76. Stephen Shames, Classroom at the Intercommunal Youth Institute, Oakland, 1971, 






Figure 77. [Poster of Huey Newton posed in front of a poster of himself], from a photograph 






Figure 78. Eldridge Cleaver (American, 1935–1998), Huey Newton, Black Panther Minister of 
























Figure 82. Stephen Shames, Brenda Bay with a class at the Intercommunal Youth Institute, 













Figure 83. Stephen Shames, Panther children study at the Intercommunal Youth Institute, 





















Figure 85. Unidentified photographer, Untitled, photograph published in Huey P. Newton, “The 













Figure 87. Unidentified photographer, Untitled, photograph published in Huey P. Newton, “The 






Figure 88. Jonathan Eubanks, Bobby Seale, Black Panther Party Member, Oakland, 1969, 








Figure 89. Ted Streshinsky, Untitled [Huey Newton], photograph published in the New York 






Figure 90. Jim Bail, Untitled [Eldridge Cleaver], and Associated Press photographer, Untitled 














Figure 91. Associated Press photographer, Untitled, photograph published in the New York 















Figure 92. Bill Hudson, Walter Gadsden Attacked by K-9 Units, Birmingham, Alabama, May 3, 
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